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Abstract 
 
The Gothic in the post-millennial period offers writers an anchoring point, a site of 
familiarity for the reader, in the midst of an evolving culture of reading. Moving beyond 
recognising the binary conception of old vs new media, at stake in this thesis is the reader’s 
approach to the text in light of digital developments to reading habits. The evolution of 
digital technologies that have influenced approaches to reading include our ability to 
process vast amounts of data in quick succession through hyperlinks, and the capacity to 
locate relevant data amongst an endless flow in a non-linear, multi-cursal format: 
recognised as ‘browsing or ‘surfing’ the web. This style of reading is indicative of the 
pathways through a labyrinth: a key motif for the digital posited by a range of critics 
included in this thesis such as Pierre Lèvy (1997), Espen J. Aarseth (1997), N. Katherine 
Hayles (2008) and Marie-Laure Ryan (2015). For the post-millennial novel, it is the changes 
that have occurred in light of digital reading practices that has led to the re-birth of the 
reader, not as an individual, but as a collective. Readers of the multimodal novel are driven 
by the physical responses required of them by the Gothic mode in a moment of boundary 
transgression of the storyworld and actual world: a Gothic faultline.  
In the following chapters, I locate the authors’ use of familiar Gothic tropes in 
Mark Z. Danielewski’s House of Leaves (2000), Bret Easton Ellis’ Lunar Park (2005), JJ 
Abrams’ and Doug Dorst’s S. (2013) and Zachary Dodson’s Bats of the Republic (2015) as a 
way of situating the reader in familiar territory. These tropes anchor the reader’s 
navigation through complex narrative structures. It is then possible to identify the 
moment at which the reader becomes conscious of their direct involvement in the 
storyworld, an affective and physical experience that can be conceptualised through the 
Lacanian term extimacy. Spanning both the interior of the print novel and external digital 
platforms that expand the storyworld, I conceptualise the reader’s experience using 
Garrett Stewart’s (1997) ‘Gothic of reading’ to underpin the process of activation a reader 
of Gothic fiction experiences. Consequently, I argue that the reader is no longer a mere 
consumer of entertainment, but an investigator, collaborator, code-breaker, and 
sometimes even a translator. The Gothic, it seems, is the ideal mode to capture both the 
anxieties of the digital present whilst harnessing recognisable forms to ease readers into 
the demands of the multimodal novel. 
 
 
 
 
  4 
 
Acknowledgements 
 
 
Thank you to the TECHNE DTP for the scholarship I received, which enabled me to 
complete this project. I am hugely grateful for the financial support, but also the 
networking events, workshops and advice provided for the duration of my PhD.  
 
To my supervisor, Professor Bran Nicol, who has offered unending guidance, support, and 
patience, through my MA, my PhD and now as I begin my career in academia. I can’t thank 
you enough for your help, particularly thorough some of the more difficult periods of this 
process when I didn’t think I would ever finish my thesis. 
 
Dr Amy Morgan, we went through the PhD journey together and you were my role model 
and support system all the way through. Dr Nathan Ashman and Dr Lucy-Ella Rose for 
coffee breaks and keeping me sane whilst offering advice and moral support when I 
needed it. 
 
For guiding me through the process of teaching, I want to thank Dr Beth Palmer in 
particular for all her help getting to grips with marking and planning seminars. I can only 
hope to be as organised as you one day. My thanks also extend to the amazing admin team 
and especially Karen Short. 
 
To my incredible family, especially my mum and Ben who have been my rocks since day 
one. To Jayne who went above and beyond to ensure I finished writing, I couldn’t have 
done it without you. And to my friends, old and new, for holding me up during the hard 
times and celebrating my successes. 
 
Finally, to my dad, who inspired me to begin this journey, supported me financially and 
emotionally and proofread all of my work, even when it took up your whole day. You may 
not be here to see my finished thesis, but you are the reason I made it through. This is for 
you. 
 
 
 
 
 
  5 
Table of Contents 
 
  List of Images            p 6 
 
Introduction 
i. Multimodality, the Gothic, and the Collaborative Reading Enterprise 
ii. Formulating the Gothic Faultline: Mazes, Madness and the American 
Wilderness 
iii. Mind the Cracks: Uncanny Interiors in the Nineteenth Century Gothic 
iv. Intrigue, Interiors and Extimate Interruptions in Poe’s ‘The Fall of the 
House of Usher’ 
 
p 8 
Chapter One: Mark Z. Danielewski’s House of Leaves (2000) 
i. “This is not for you” 
ii. Finding Fault[lines]: Home is where the haunting is… 
iii. Encounters with Horrorspace: To the infinite interior and beyond 
iv. “What I know will untie the world”: Embodying Absence and the Lure 
of the Digital 
 
p47 
Chapter Two: Bret Easton Ellis’ Lunar Park (2005) 
i. “These cold and unknown suburbs”: Cyber-spatial Routes to the 
“Real” Bret Easton Ellis 
ii. “I am your father”: Creation Anxiety and the Impossible Storyworld 
iii. “It’s called disruptive technology”: Spectral Incursions in the Haunted 
‘McMansion’ 
iv.  “You were the ghost…” 
 
p84 
Chapter Three: JJ Abrams and Doug Dorst’s S. (2013) 
i. Navigating ‘Ship of Theseus’ 
ii. “No one there was part of anybody else’s world”: Decoding the 
Multimodal Gothic 
iii. “Follow the Monkey”: Uncanny Digital Intrusions and the Collective 
Reading Enterprise 
iv. ‘And what ends there shall once more begin…’ 
 
p113 
Chapter Four: Zachary Thomas Dodson’s Bats of the Republic (2015) 
i. Into the Back of the Nightway 
ii. “The uncanny creaking of ghostly ships”: Mapping the Gothic Interior 
iii. “I was bright blank inside”: Tracing the Digital in Bats and Beyond 
iv. ‘A hole into tomorrow…’ 
 
p150 
Conclusion 
i. The (Re)birth of the Reader: Collaborations and Digital Connections 
p188 
 
 
End Notes P193 
 
Bibliography 
 
 
 
p196 
Appendices p207 
 
 
  6 
List of Images 
 
Figure I: Word Shark Close-up – The Raw Shark Texts (p219)  
Photograph taken by author 2018.  
p15 
Figure II: Word Shark Side Profile - The Raw Shark Texts (p95) 
Photograph taken by author 2018. 
p15 
Figure III: Footnote 242 – House of Leaves (p252) 
Photograph taken by the author 2018. 
p58 
 
Figure IV: Blank Spaces – House of Leaves (p63) 
Photograph taken by author 2017. 
p60 
Figure V: Footnote 144 – House of Leaves (p123) 
Photograph taken by author 2017. 
p65 
Figure VI: Footnote 144 cont’d – House of Leaves (p144) 
Photograph taken by author 2017. 
p65 
Figure VII: Letter Feb 23, 1988 – The Whalestoe Letters (p56) 
Photograph taken by the author 2018. 
p81 
Figure VIII: Distorted Jayne Dennis 
Available at: http://www.jayne-dennis.com [Accessed 16th July 2018] 
P91 
Figure IX: Disappear Here – Lunar Park (p425) 
Photograph taken by author 2018. 
p107 
Figure X: Symbolic S – S. (p14) 
Photograph taken by the author 2016. 
p117 
Figure XI: Private Conversation – S. (p20) 
Photograph taken by the author 2016. 
p122 
Figure XII: Alternative Ending  
Dorst, D. (2013) ‘ICYMI: Straka’s original ending for Ship of Theseus may 
have been found.’ [Twitter] 9 July. Available at: 
https://twitter.com/dougdorst/statuses/486745159036448768 [Accessed 
8th November 2017]. 
p125 
Figure XIII: Alternative Ending cont’d 
Heyward, J. (2012) ‘See for yourself’ in: For What It’s Worth. [Tumblr] 
February 24. Available at: https://jenheyward.tumblr.com/archive 
[Accessed 8th November 2017] 
p125 
Figure XIV: Typographical Experimentation cont’d – S. (p328) 
Photograph taken by the author 2016. 
p132 
Figure XV: Margin Notes – S. (p3) 
Photograph taken by author 2016. 
p139 
Figure XVI: EOTVOS Wheel – S. 
Photograph taken by author 2016. 
p139 
  7 
Figure XVII: Map – S. (p402) 
Photograph taken by author 2016. 
p146 
Figure XVIII: Dust Jacket Front – Bats of the Republic 
Photograph taken by the author 2017. 
p152 
Figure XIX: Dust Jacket Reverse – Bats of the Republic 
Photograph taken by the author 2017. 
p152 
Figure XX: Secret Hand Signals – Bats of the Republic 
Photograph taken by author 2018. 
p155 
Figure XXI: Envelope containing Letter – Bats of the Republic (p144) 
Photograph taken by the author 2017.  
p157 
Figure XXII: Envelope Reverse – Bats of the Republic (p145) 
Photograph taken by the author 2017. 
p157 
Figure XXIII: Jack-a-Lope – Bats of the Republic (p168) 
Photograph taken by the author 2017. 
p169 
Figure XXIV: Handwritten Note – Bats of the Republic (p191) 
Photograph taken by the author 2017. 
p170 
Figure XXV: Envelope Flap – Bats of the Republic (p144) 
Photograph taken by the author 2017. 
p180 
Figure XXVI: Letter Content - Bats of the Republic 
Photograph taken by the author 2017. 
p180 
Figure XXVII: Drawing of Narrative Threads in Reverse 
Photograph taken and edited by author 2017. 
p184 
 
N.B. Copyright permission was granted by the publishing company for 
the use of the images from Bats of the Republic (2015) included in 
this thesis. All images, unless otherwise noted, are photographs taken 
by the author and reproduced under the professional practice of fair 
use for the purposes of scholarly interpretation. All images remain the 
property of their respective copyright holders. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  8 
Introduction 
 
 
 
Multimodality, the Gothic and the Collaborative Reading Enterprise 
‘The birth of the reader must be ransomed by the death of the author.’ 
Roland Barthes (1967) 
 
The Gothic in the post-millennial period offers writers an anchoring point, a site of 
familiarity for the reader, in the midst of an evolving culture of reading. The digital sphere’s 
influence on print text is undeniable and yet reported sales figures for the print novel which, 
according to Forbes Magazine (Duffer, 2018), have been steadily rising since 2016.i Pre-2016 
the death knoll had been ringing out for the print novel due to the popularity of electronic 
reading devices such as Amazon’s Kindle, but the print book wrote back. The publication of 
House of Leaves in 2000 predates the fall of print novel sales figures by almost two decades, 
but it is nevertheless a starting point for the print novel’s engagement with the digital 
realm. In Mark Z. Danielewski’s House of Leaves (2000), postmodern playfulness is harnessed 
through multimodality, situated and made accessible through the central component of a 
Gothic staple: the haunted house. 
 Since the publication of Danielewski’s novel, there has been a steadily increasing 
range of books that offer readers an alternative to the expectations of print novels from 
previous years and movements. Recalling Roland Barthes’ ‘Death of the Author’ (1967) and 
most significantly S/Z (1973), in which the writerly text becomes the reader’s domain, in 
the subsequent decades to the present, fuelled by the possibilities offered through digital 
platforms and printing capabilities, it is apparent that a fundamental change to the reader’s 
role has occurred. Reader response theorists and postmodernists including Stanley Fish, 
Henry Jenkins and Brian McHale have all been pivotal in the study of the reader as 
participator. McHale in particular locates the ontological layers apparent in the construction 
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of a storyworld in Constructing Postmodernism (1992) whereby he describes the postmodern 
text as a layering of ontological levels that serve to destabilise and violate the boundaries 
of the storyworlds they contain to ‘raise issues of the mode of being of fictional worlds and 
their inhabitants, and/or reflect on the plurality and diversity of worlds, whether “real,” 
possible, fictional’ (p147). If, in McHale’s terms, the central preoccupation of a postmodern 
text is to challenge the boundaries between what he labels the “real” world and the 
fictional world, it is evident that the reader has been required to adapt to this change in 
form. 
 Not only is the role of the reader influenced by the changes imposed through 
postmodern aesthetics, but Brian Chanen (2007) reveals another significant reason for this 
change in approach to print texts through his consideration of House of Leaves, Chanen 
argues, ‘advances in digital media are important […] in the way they highlight issues of 
narrative structure that can be reflected in print fiction. As readers heighten skills of 
navigation, their relation to earlier print text changes and the new skills are taken for 
granted as attributes of ideal readers’ (p164/5). At stake in Chanen’s article is not the 
changes to the binary conception of old vs new media, but the reader’s approach to the 
text in light of digital developments to reading habits. The developments that have 
influenced reading habits include our ability to process vast amounts of data in quick 
succession through hyperlinks and the capacity to locate relevant information amongst an 
endless flow of material in a non-linear, multi-cursal format by ‘browsing.’ This style of 
reading is indicative of the pathways through a labyrinth: a key motif for the digital posited 
by a range of critics included in this thesis such as Pierre Lèvy (1997), Espen J. Aarseth 
(1997), N. Katherine Hayles (2008) and Marie-Laure Ryan (2015). 
 It is important to note that although there have been numerous experiments in 
creating wholly electronic novels since the 1990s, this mode of reading has never developed 
beyond a niche following. Perhaps the most well-known example, at least in critical circles, 
is Michael Joyce’s afternoon: a story (1990), a text described by N. Katherine Hayles (2008) 
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as composed of ‘looping structures […] employed from which there is no escape once the 
reader has fallen into them, short of closing the program and beginning again’ (p31). Hayles 
reveals one of the key shortfalls of electronic literature in her reading: the more the reader 
tries to reach beyond the constrictive framework of the narrative, the more labyrinthine 
and thus problematic it is to retrieve a thread of the plot without starting again. It is, as 
Hayles goes on to argue, ‘the resulting repetition forced on the reader/user [that] make the 
works by comparison more rather than less coercive’ (p32). Consequently, although this 
thesis maintains a focus on the ways digital reading practices affect the construction of 
multimodal print novels, I will not be including a discussion of electronic literature, such as 
that by Joyce (1990), because it detracts from the significance of the physicality of the 
multimodal text. 
 The physical interaction required of the reader of the multimodal novel is 
reflective of the way a user navigates webpages, but crucially, instead of clicking through 
the abstract space of the Internet, the reader must kinaesthetically reproduce actions in 
physical space with the material object – the novel. The necessity of the book in the digital 
present is receiving an increasing amount of critical attention from the likes of Jessica 
Pressman, Garratt Stewart and James T. Hamilton. Hamilton (2018) posits that the 
interconnectedness of the print and the digital is ‘hardly a dangerous supplement, 
digitization appears to be a beneficial compliment, a cybernetic enhancement of what the 
book has always done, namely, transmitting language across time and space. An efficacious 
extension of publishing capacity, digital technology does not smother our bibliophilia, but 
rather allows it to flourish’ (Brillenburg Wurth, Driscoll & Pressman, p28). It seems then, 
that the mutual dependency of print and digital practices can pick up where electronic 
literature faltered in order to become the norm rather than the exception. 
 For the post-millennial period, it seems, the changes that have occurred in light 
of digital reading practices has led to the rebirth of the reader, not as an individual, but as 
a collective, driven by the physical responses required of him/her. In the following chapters, 
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I locate the use of familiar Gothic tropes as a way of situating the reader in familiar 
territory, in order to anchor his/her navigations through complex narrative structures that 
span both the interior of the print novel and external digital platforms as an extension of 
the storyworld. The reader is no longer a mere consumer of entertainment, but an 
investigator, collaborator, code-breaker, and sometimes even a translator. Michel 
Foucault’s (1977) historical call for a ‘re-examin[ation of the] empty space left by the 
author’s disappearance;’ makes it clear that ‘we should attentively observe, along its gaps 
and fault lines, its new demarcations, and the reapportionment of this void; we should await 
the fluid functions released by this disappearance.’ (1977, p121). Foucault implores readers 
and critics alike to leave room for a new process of reading that can become, albeit within 
parameters, an autonomous process, which holds particular significance to my argument in 
terms of the language he uses. The ‘fault line’ mentioned by Foucault is the metaphor I 
employ to negotiate the boundary transgressions encountered by the reader in the post 
millennial text, as a moment of structural recognition of the storyworld’s ontology. 
 The faultline as a means of navigating reading practices in the contemporary 
context calls for a consideration of the inclusion of certain Gothic tropes, which I describe 
as ‘faultlines.’ The term faultline describes the fissure that allows access into the ‘gap’ left 
by the author, becoming a space for the reader to negotiate and collaborate. In his 
discussion of the position of the author in the twentieth century Foucault engages with 
notions of absence and doubling in relation to the instability of the writer, the author and 
the “author-function.” The Foucauldian author is a somewhat Gothic analogy in itself as the 
spectral presence that lurks in the margins of the the text. Foucault even refers to Ann 
Radcliffe to locate the extent to which an author’s name acts as a useful marker in 
determining a style: the Radcliffean Romance, he proposes, highlights that authors are more 
than the text they write (p132). Nevertheless, Foucault warns us that ‘it would be false to 
seek the author in relation to the actual writer as to the fictional narrator; the “author-
function” arises out of their scission – in the division and distance of the two.’ (p129). To 
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reiterate, this division can be seen as the starting point for what this thesis describes as a 
Gothic faultline because arguably, in the twenty-first century, the ‘sovereignty of the 
author’ (Foucault, p126) holds less prominence due to the normalisation of collective 
creation, as in the film and video game industry. Accordingly, it is the reader’s function as 
collaborator at stake in this thesis.  
 The Gothic, it seems, is the ideal mode to capture both the anxieties of the digital 
present whilst harnessing recognisable forms to ease readers into the demands of the 
multimodal novel. Alison Gibbons (2010) offers a useful definition of a multimodal text, 
which she outlines as follows,  
a novel which utilises a plurality of semiotic modes (primarily verbal, visual and 
kinetic) in the communication and progression of its narrative. The different modes 
of expression are located on the page not in an autonomous or separate fashion, but 
in such a way that, while these modes have distinct means of communicating, they 
constantly interact in the production of textual meaning. (p287) 
In multimodal texts, each element such as the inclusion of images, typographical 
experimentation, empty space and marginalia hold equal significance in terms of the 
processing of the narrative. This means that unlike an illustrated text or illuminated 
manuscript, every element of a multimodal novel must be considered as having a profound 
impact on the development of the storyworld. On one hand, authors that construct novels 
of this form can provide readers with a narrative in print form that shares many of the 
features of an electronic text, through the required participation and interaction with its 
pages. The use of experimental typography allows authors to engage readers in a complex 
process of physically handling the book and turning it in their hands to make sense of 
passages that may be upside down or even in a recognisable shape such as the word shark 
in The Raw Shark Texts (2007), which I will examine shortly. At the same time, images, 
footnotes and the inclusion of multiple genres visually presented, for instance newspaper 
clippings, present a comprehensive archive of a storyworld in the manner of encyclopaedic 
websites such as Wikipedia.  
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 Before offering a close reading of a text that demonstrates these multimodal 
elements it is important to consider the way Gothic tropes are a useful tool for 
contemporary authors to engage readers in complex and impossible storyworlds. Fred 
Botting (2002) recognises the cultural anxiety at the heart of the postmodern Gothic, 
arguing: ‘the information and images circulating in and around nothing depend on an 
incessant flickering of light and darkness. All the pleasures, sensations, and excitements of 
simulation are thus underpinned by an emptiness, a lack of content, substance, resolution, 
or meaning. Despite the instantaneous gratification of virtual life, anxiety continues to 
circulate freely.’ (p293). Describing a descent into ‘limitlessness’, Botting proposes that a 
black hole exists at the core of contemporary culture as we become increasingly 
desensitised to scenes of horror. The language employed by Botting to describe the horror 
of the technological is Gothic in itself, explicitly demonstrating the aptitude with which the 
Gothic can perform crucial explorations of the darker and more sinister side to post-
millennial digital culture.  
 Justin Edwards (2015) agrees with Botting’s (2002) diagnosis of contemporary 
culture. He outlines one of the key influences of the digital to our perception of the Gothic, 
arguing:  
Technology highlights the differences between modern and postmodern horror: the 
former relies on the imagination, the latter uses machinery and technological 
advances to realize fantasy, making it visible. The power of technology crushes 
Gothic by emptying it of affect and leaving no room for modern Gothic conventions. 
(p11).  
The crucial implication of the influence technology has on the reader, as Edwards posits, is 
the ‘emptying of affect’ meaning authors can no longer rely on prose that stimulates the 
imagination to convey horror or the uncanny. Instead, other forms of textual and visual play 
must be utilised in a way that re-sensitizes readers within a society that has normalised the 
presence of the spectre. As Edwards goes on to describe, spectral figures are no longer 
traversing liminal spaces because cyberspace has become integrated into the physical space 
of society. ‘Ghostly reanimations’ (Edwards, p11) viewed on screen have become an 
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everyday reality for most individuals in the Western world and resultantly the fear of the 
marginalized Other has all but evaporated.  
 It is vital to include a caveat at this juncture: the depiction of technology through 
Gothic literature is not a new phenomenon. The anxiety inducing implications of each new 
technology as they became popular, such as the camera and the telephone, have been the 
loci in which tales of horror revolve. Developing on this in light of the rapid progression and 
widespread availability of the Internet, I focus on the modes of cyberspace technologies 
that have irreversibly changed how we communicate and read since the Internet became an 
increasingly obtainable resource for the mass market in the 1990s. Technologies including 
email, social media, forums, instant messaging, SMS, video calling, have all expanded and 
developed the way we can socially and collectively communicate. Progressions in the last 
decade, such as fibre optics, has meant that communication is now an immediate and 
constant presence enacted by electronic devices such as smart phones, computers, tablets 
and even Smart TVs. Culture is ostensibly at its most interconnected and social and yet 
anxiety and horror creep into these experiences because ‘as we enhance connectivity […] 
we also open out to that which is foreign, unfamiliar and potentially threatening’ (Edwards, 
2015, p15) as I will now determine through a close reading of Stephen Hall’s The Raw Shark 
Texts (2007). 
 From its title which can be seen as a clear play on the term ‘Rosarsch Test,’ British 
author, Steven Hall brings print narrative into conflict with the digital world through his 
multimodal and transmedia novel: The Raw Shark Texts (2007). Centred on the memory loss 
of its protagonist, Eric Sanderson, the novel follows his journey to find himself through 
fragments and letters sent to him by ‘the first Eric Sanderson,’ or the version of himself 
before the memory loss occurred. In a nutshell, the central plot details Eric’s experience of 
coming to terms with the loss of his partner, Clio, during a scuba diving accident in Greece. 
Despite its seemingly straightforward plot, the novel employs complicated visual and 
structural elements to encourage readers to interact both physically and beyond the print 
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novel. Hall’s inclusion of shark images formed from typographic experimentation is one way 
readers are encouraged to interact with the novel due to the use of words and phrases from 
the first Eric’s story or memories to create the body of the shark.  
 
 
The shark is defined in the novel as a ‘Ludovician […] purely conceptual fish which swim in 
the flows of human interaction and the tides of cause and effect. […] It feeds on human 
memories and the intrinsic sense of self’ (p64). The reader is directed towards the shark, a 
‘conceptual fish’ supposedly composed of pure language, the total fusion of signifier with 
signified, which consumes the memories of its prey. The shark is presented as the likely 
cause of Eric’s amnesia, which he illustrates as being the loss of his sense of self. To keep 
the shark at bay, Eric uses analogue media devices such as Dictaphones playing recordings 
of speech and, crucially, spends much of the novel in an underground collection of tunnels 
called ‘un-space.’ Un-space is a labyrinthine system of abandoned spaces, lined with books 
as a precaution against any ‘conceptual fish’ who are unable to penetrate the barrier of 
concepts and ideas contained within the books. Hall’s desire to nominate the print novel as 
a guardian against cyber threats such as hackers and viruses, using the metaphor of the 
shark, is clearly evident in Eric’s experience of book tunnels as a safe haven. The fish that 
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hunts Eric appears to the reader, as depicted in the images above, through the familiar 
shape of the shark, ironically made possible through digital printing and design technology.  
 The shark’s appearance for the reader in relation to Eric’s experience is considered 
by Julia Panko (2011) who makes an important distinction when she argues: ‘Hall is 
purposely ambiguous on the question of whether the typographical shark images exist at 
both diegetic and non-diegetic levels – whether Eric sees the same images as the reader 
does’ (p275). As I will argue in Chapter One with regard to the representation of space 
through typographical experimentation, these visual elements allow a transgression 
between storyworld and actual world. The process of boundary transgression is examined 
by Brian McHale (1992) who interprets the reader as having a form of ‘transworld identity 
[…] a sign of the penetration of one world by another, the violation, in some sense, of an 
ontological boundary’ (p153). In this case, the shark that hunts Eric is never described by 
him in detail, but instead the reader is offered insight into how the shark affects Eric on an 
emotional level. In an early encounter with the mysterious creature, Eric describes the shark 
entering the room and proceeding to smash into objects in an effort to reach him. When the 
shark hits the sofa, Eric falls and realises,  
the idea of the floor, the carpet, the concept, feel, shape of the words in my head 
all broke apart on impact […] treading water alone in the middle of this vast and 
fundamental conceptual form […] moving and shifting and altering with time and 
perspective the way all words and ideas and concepts do. (p59/60) 
The passage above and many others like it in the novel, demonstrate the unnecessary 
distinction between the reader’s perception of the shark and the characters’: Eric 
experiences the attack as an assault on his conception of language and space being stable 
constructs. Readers experience a similar phenomenon through the manner in which the 
typographical shark both causes a visual interruption on the page and through its shape 
constructed from letters and phrases: the unfamiliar contained within the familiar and 
therefore an uncanny motif. 
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 The physical quality of the reader’s expected interaction with the novel is 
demonstrated through the inclusion of the shark in a flip book section towards the end of 
the novel. Eric falls into the sea whilst trying to catch the Ludovician and describes the 
moment of impact: ‘The surface receding in hiss and bubbles below my feet’ (sic, p329). 
Seven blank pages follow this line, demonstrating the passing of time to the reader through 
the physical action of turning the pages, as we wait for Eric to surface. When the image of 
the shark appears, becoming larger and larger as the pages are flipped through, a 
kinaesthetic experience is activated in which the reader’s physical interaction with the 
novel causes the shark to move directly towards him/her in direct confrontation. On this 
point, Panko (2011) notes that the novel, ‘anticipates its own reader leaving such traces: 
the flip book relying on an external reader to produce its effects […] The rough handling 
required to flip through the pages will likely crease page corners (and perhaps the reader 
will be drawn to mark the text, too)’ (p295). The ‘traces’ as Panko refers to them, give the 
novel a haunted quality, showing signs of past readers on the physical object.  
 Traces left by previous readers form a key part of the plot itself as Eric’s journey 
is revealed to be an attempt to reincarnate his dead partner’s consciousness through his 
memories of her. In the same way the reader can leave traces on the novel, Eric describes 
finding the guidebook Clio used to plan their holiday to Greece through the traces she has 
left: ‘My fingers traced the folds and fault lines […] the indentations, the pen marks, the 
folded page corners’ (p268). The ‘folds’ and ‘fault lines’ are a useful metaphor in this 
context if we consider Panko’s statement regarding the reader’s interaction with the book 
and this idea is also explored by Sara Tanderup (2014) in her reading of the novel. Tanderup 
views the traces in terms of their relationship to the digital and argues: ‘contrary to digital 
media, the book may bring us in touch with the past because it can be marked by time and 
touch’ (p4). Not only does the print novel offer readers a space in which their navigation of 
complex storyworlds exist within a closed and thus private loop (the physical book), but it 
  18 
also offers a sense of physical interconnectivity not possible within digital spheres, which 
have no tangible quality to ‘mark.’ 
 In some instances, though, as I will explore in Chapter Three, digital technology 
can be used to make a book appear old and marked by its many readers, as is the case with 
Dorst and Abrams’ S. (2013). This artificial development of ‘folds’ and ‘fault lines’ 
demonstrate the potential of simulated authenticity through digital technology and in 
theory, enabling experiences of interconnectivity without physical human interaction. 
Although on one hand this can be seen to illuminate the potential of digital media to mimic 
interconnectivity with minimum human input, on the other side, the possibilities for human 
connection at a social rather than physical level, can be clearly seen. The Raw Shark Texts 
presents a nightmarish vision of digital technology as causing widespread destruction and 
the complete decimation of the human ability to store memories. Yet the novel is deeply 
indebted to digital platforms used to support much of its hidden content. On the reverse of 
the final page of the book, the reader finds a note from the author which reveals: ‘for every 
chapter bound into this book, there is an un-chapter, a negative, existing somewhere 
beyond its covers […] Some of them are online, hiding. Some are out there in the real world.’ 
(p240). Although eleven years have passed since its publication, only a few of the fragments, 
referred to as un-chapters, have been found. Those that have been located were archived 
on an online forum dedicated to The Raw Shark Texts called ‘The Red Filing Cabinet’ but 
this site is no longer live. However, it is possible for readers to locate these fragments with 
a little more research on community forums including Reddit and Flickr.   
 The existence of digital material extends the storyworld beyond the pages of the 
print text which is reliant, to a large extent, upon the reader’s digital literacy enabling 
them to locate the fragments stored online. Digital hiding spaces include a hidden section 
of Steven Hall’s website; whereas, a prologue to the novel called the Aquarium Fragment, 
detailing some of the first Eric Sanderson’s memories, was found as a printed insert at the 
back of the Canadian version. From the distribution of the fragments both online and in 
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print, it becomes explicitly clear that the extension of the storyworld is reliant on the 
collaborative efforts of its readership in online forums to share and discuss the un-chapters. 
A persuasive interpretation of the meaning of these un-chapters is developed by N. 
Katherine Hayles (2011) who argues that the so called negatives ‘represent alternative 
worlds in which the reflection – the secondary manifestation of the view – becomes primary, 
while the view becomes secondary reflection. […] the negatives instantiate a universe of 
anti-matter connected to the matter of the novel’s universe through wormholes.’ Using 
metaphors of cosmology, Hayles interprets Hall’s negatives as alternate realities, rather 
than previous memories. This is an important factor when considering the final chapter of 
the novel titled ‘Goodbye Mr Tegmark.’ 
 The concluding chapter of The Raw Shark Texts has three multimodal features to 
allow the reader a choice in their interpretation of the fates of the primary characters; 
crucially, did Eric die, what happened to Scout and Dr Fiderous, or was Eric’s journey a form 
of mental illness? The first image is a photocopy of a newspaper clipping detailing the 
discovery of a body from ‘foundation works in the Deansgate area of Greater Manchester’ 
(p428), named as missing person Eric Sanderson. Through this report, the reader is told Eric 
was suffering from a mental health condition called ‘psychotropic fugue […which] is said to 
twist, confuse, cut out and rewrite memories and events in the mind of the sufferer’ (p428) 
and thus offers the most logical explanation for the narrative events. The second image is 
the back of a postcard sent from Eric to his psychiatrist Dr Randle telling her ‘I’m happy, 
but I’m never coming back’ (p429). The postcard is signed off with a famous quotation from 
Casablanca (1942) followed on the next page by a still from the end of the same film in 
which the protagonists are raising a toast. Hayles suggests that the inclusion of the still acts 
‘to contravene the film and insist happy endings are possible after all,’ inferring that Eric 
escapes into another future in which he can relive his life on the Greek island with Scout as 
a double of Clio. Yet, Hayles’ reading assumes a familiarity with the ending of Casablanca 
and negates readers’ own interpretations of the meaning harboured by the still from the 
  20 
film, but also of the other indicated possibilities through the postcard and the newspaper 
clipping.  
 In light of these multimodal elements, another possible interpretation can be 
applied through the reference to Mr Tegmark in the title of the chapter. Max Tegmark is an 
MIT professor of physics who writes academic papers and also what he describes as ‘crazy 
science’ articles in which he considers conceptual possibilities for alternate universes. One 
of most well-known publications refers to a concept called ‘quantum suicide’ which is a 
thought experiment about multiple universes wherein death in one universe allows one to 
live in another simultaneous universe.ii If readers follow the clue in the title and consult 
Tegmark’s website, in which his theory of the multiverse is described in layman’s terms, 
Hayles theory that the un-chapters function as alternate realities seems even more likely. 
Despite the intriguing possibilities inherent in these interpretations, it is the way the reader 
is prompted to collaborate and exchange knowledge in order to facilitate these connections 
at stake here. Tanderup (2014) describes the novel as being ‘part of an even larger network 
[…] The process of remembering is taken beyond the book, demanding active reader 
participation.’ (p4). It is the reader’s role within the storyworld to enhance and further the 
meanings inherent in the book by accessing digital resources that facilitate participation in 
a system comparable to a network, as Tanderup suggests.  
 To develop the idea of reader participation within a storyworld beyond the novel 
as a form of transworld identity, I argue that the networks created can be termed a 
‘collaborative reading enterprise’ in which interpersonal connections are formed through 
the transmedia elements of the print novel. In The Raw Shark Texts, as in the novels this 
thesis examines in the subsequent chapters, the possibility of integrating the print novel 
with transmedia elements allows reader’s to expand storyworlds via digital platforms ‘where 
multiple people may alter the semantic context of a given text’ (Panko, 2011, p292). Thus, 
the sustainability of the print novel in the digital age is enabled through reader’s collective 
and collaborative networks made possible by the print novel and its transmedia connections. 
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With reference to Hall’s novel, Hayles (2011) points towards a similar conclusion when she 
states,  
With the passing of The Age of Print, books and other written documents are relieved 
of the burden of being the default medium for communication […] Now they can kick 
up their heels and rejoice in what they […] do uniquely well: tell stories in which 
writing is not just the medium of communication but the material basis for a future 
in which humans, as ancient as their biology and as contemporary as their 
technology, can find a home.     
  Taking Hayles’ notion of narrative as a distinctly human process and analogue media’s 
chance ‘to rejoice’ in their lessening responsibility as the primary mode of communication, 
the print novel can now serve as a tool to promote interconnectivity amongst readers 
through its multimodal and transmedia elements. The interconnectivity experienced by 
readers exists as a temporary site of knowledge exchange but it is important to note that 
this is not a lasting social relationship. 
 The Raw Shark Texts experiments with many of the stylistic and digital features 
explored in the novels this thesis focuses on and has thus been a significant influence for 
my identification of the changing reading practices stemming from contemporary print 
literature. Nevertheless, I have not devoted a chapter to it because, the digital, rather than 
the Gothic, is foregrounded as the formal device to encourage the reader’s immersion into 
the storyworld. The uncanny and anxiety akin to that provoked by horror and the Gothic can 
be seen to occur in Hall’s novel to an extent, but as I will now go on to explain, it is 
specifically the American Gothic framework that I identify as operating in American 
multimodal novels. As a British novel set in the UK, it is not possible to employ the same 
critical reading of the Gothic as the cultural context differs extensively. Integral to my 
reading of the Gothic is the influence of Edgar Allan Poe in the novels I explore, a trope I 
have only found to occur within the American literary tradition. I will expand on this in 
depth later in the introduction and throughout the chapters in this thesis, as the spectre of 
Poe, I argue, haunts the storyworlds of all of these novels. 
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 The following sections of this introduction serve to trace the development of a 
distinctly American Gothic mode, migrating from the European Gothic tradition and made 
relevant in the context of the new world. The most influential figure within this movement 
I argue, is Edgar Allen Poe, whose stories can be seen to directly influence all of the novels 
examined in this thesis. Poe can be seen as a spectre haunting the narrative constructions 
of the contemporary American novel, which although do not fall into the genre category of 
‘Gothic fiction’, clearly utilise Gothic tropes to provoke an active and participatory reading 
experience common to the nineteenth century Gothic narrative. 
 
Formulating the Gothic Faultline: Mazes, Madness and the American Wilderness 
‘The field of operation opened to us by our own country, should differ essentially from 
those which exist in Europe, may be readily conceived’  
Charles Brockden Brown (1796) 
 
From the outset, Gothic literature has revolved around the representation of what Jerome 
Hogle (2006) has termed ‘antiquated space’ (p1). In its European incarnation, Gothic space, 
and particularly the dwellings represented within Gothic novels, consists of labyrinthine, 
claustrophobic, and haunted interiors with an ability to project the repressed past in order 
to provoke an affective response from its troubled characters and readers. Barry Curtis 
(2008) refers to the way that specific dwellings can bring to light repressed fears in Gothic 
literature and film, contending, ‘the house conceals a truth that has to be symptomatically 
worked out. The mundane domestic details have to be brought into focus by their spectral 
inflection, made strange in order to reveal what is troubling them.’ (p11). But the Gothic 
has also been concerned more generally – true to its roots in Romanticism – with problems 
in the domestic sphere, in which incest and murder figure as an alternative to the neat 
endings and emphasis on courtship active in the Romantic tradition. Once American Gothic 
emerges in the eighteenth century, however, with the appearance of Charles Brockden 
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Brown’s book Edgar Huntly or, Memoirs of a Sleepwalker (1787), we find a preoccupation 
with the wild and uncultivated landscapes of the new world central to the American Gothic.   
This Introduction will consider a range of early American Gothic novels to provide a 
foundation for my reading of the contemporary Gothic. I argue that the contemporary 
American novel uses Gothic tropes as a site of familiarity to position readers as active, and 
most significantly, to collaborate with the author within the storyworld, and other readers 
through an interaction with supplementary material on the Internet. Beginning with 
Charles Brockden Brown and moving through the centuries with close readings of Nathanial 
Hawthorne and finally Edgar Allan Poe, the influence of the nineteenth century Gothic 
reading process required of the reader, located and evolved in the contemporary novel, 
can be seen to stem from this tradition. 
The epigraph to this section is taken from Brown’s preface to Edgar Huntly in 
which he states his intention to ‘exhibit a series of adventures, growing out of the 
condition of our country’ (p3). Brown looks to develop a mode of writing that reflects the 
new, uncultivated world he inhabits, far from the ancient superstitions embedded in the 
history of Europe. Instead, his work is concerned with ‘the incidents of Indian hostility and 
the perils of the Western wilderness’ (p3) that he believes should be the primary focus of 
the North American canon. Accordingly, Brown rejects many of the Gothic tropes 
employed by his European contemporaries and instead ‘has to find new ways of affecting 
the sensibilities of his readers’ (Sutherland, 2004, p2). As a result, Brown engages with 
anxieties experienced by the settlers about the unknown secrets of the country they had 
recently claimed. The landscape depicted is as labyrinthine and threatening as the castle 
of its European equivalent. The space evokes a claustrophobia for its characters and the 
reader due to the infiniteness of the natural environment, considered explicitly in the 
later chapters of this thesis.  
 Edgar Huntly begins in an epistolary format, a mode often employed by Gothic 
writers, in which the narrator writes to his fiancée to express his grief about the sudden 
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death of her brother, Waldegrave. Waldegrave, we learn, died under mysterious 
circumstances and the narrator is keen to discover the fate of his late friend. Visiting the 
site in which his body was found, Edgar, the narrator, has an uncanny encounter with a 
human-like ‘apparition’ (p3), which appears to be digging a hole in the middle of the 
night. The uncanny, according to Ernst Jentsch’s (1906) definition, is produced by the 
automaton and an inability to decipher whether it is a living being or not. The uncanny is 
generated in this moment through Edgar’s uncertainty about the human status of the 
strange figure and thus the reader is left to contemplate the nature of the apparition as a 
suspect for the murder or as a ghostly vision.  
Brown’s description of the landscape surrounding Edgar at this moment serves to 
exacerbate this unsettling scene. He describes Edgar’s pulse racing as he approaches the 
tree that Waldegrave was found under, relating: ‘its remarkable bulk and shape […] its 
position in the midst of the way, its branches spreading […] made it conspicuous from 
afar’ (p3). Brown provokes a further uncanny intrusion through his depiction of the 
newness and wildness of the American landscape, detailing the unsettling experience the 
narrator must subject himself to in order to discover the truth about his friend’s death. In 
this scene, the tree is depicted in terms of its sublimity and it would seem that in 
comparison to the familiar landscapes of Europe, the American wilderness is ‘remarkable’ 
in its sheer size and shape. It is the familiar bloated to grotesque proportions and thus 
made unfamiliar and threatening in this context. Moreover, the preternatural status of 
nature in the early American Gothic acts as the locus of the uncanny and although it is a 
clear departure from the European tradition, some similarities can be drawn with 
reference to labyrinthine space and the treatment of temporality explored next. 
The apparition Edgar sees is revealed to be an Irish immigrant, Clithero, with a 
troublesome sleepwalking habit. Edgar is suspicious of his strange nightly journeys and 
follows him on several occasions through the wilderness before confronting him about his 
suspicion that he may have killed Waldegrave. Clithero confesses to an attempted murder 
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that took place in England, but Waldegrave is left unmentioned and Clithero retreats to a 
cave. Edgar follows him to ensure he does not harm himself, relaying the vast and cavernous 
expanse of the interior spaces of the cave system to the reader. Edgar narrates his 
trepidation as he traverses through the dark and dangerous chambers and finds himself 
‘immersed in the dunnest obscurity’ (p44) and begins ‘to fear that I should be involved in a 
maze’ (p44). The maze, as a reference to the natural landscape, is often used by Brown in 
his attempts to capture the sublime and abject environment of the American wilderness as 
untameable. The cave system that Brown describes allows the reader the same sense of 
uncanny claustrophobia the protagonist experiences, as although the ‘bottomless pit’ (p44) 
demonstrates a vast space, it nevertheless threatens to consume Edgar. The labyrinthine 
abyss is a motif common to all of the novels this thesis investigates, making it arguably one 
of the most significant and familiar elements of the Gothic mode. In this novella, the natural 
environment is responsible for the formation of the labyrinthine cave, and thus it is not the 
man-made construction evident in the European Gothic novels such as The Castle of 
Otranto. 
Turning to Freud’s seminal essay ‘The Uncanny’ (1919), the journey depicted by 
Brown as he illustrates the impossibility of navigating the wilderness employs another 
feature of Freud’s elaborations on the concept. Edgar describes his experience of the cave 
system as follows:  
I perceived that it tended in a circular direction, and brought me back, at last, to 
the spot from which I had set out. From this inspection, it seemed as if return was 
impossible by any other way than through the cavern. (p46) 
This moment in the book seems a precursor to Freud’s anecdote about becoming lost in an 
Italian city and returning to the same street three times in a bid to find his way back to a 
familiar piazza. The uncanny return, in Freud’s terms, is connected to the repetition 
compulsion in which the subject is driven to repeat acts that may be harmful or 
unpleasurable. In the case of Edgar’s difficult journey through the cavern, it could be argued 
that the return to the ‘spot from which I had set out’ relates the unsettling feeling the cave 
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evokes directly to the reader, by challenging our understanding of spatiality. As the next 
section will develop in detail, Freud’s notion of the uncanny return in spatial terms will 
offer a useful framework for discussing the way that the labyrinthine structure of the novels 
examined in the following chapters activate the reader and encourage both a physical and 
social interaction with, and through the novel, and its transmedia expansions of the 
storyworld. 
Returning to Edgar Huntly for a moment, the maze-like interior of the cave is 
commented upon by Helen Sutherland (2004) who states that the labyrinthine cave ‘can be 
compared to the architecture of Gothic castles […] but rather than symbolising illicit or 
hidden desires, they are an externalisation of the protagonist’s tortured psyche’ (p6). 
Sutherland’s argument concerning the spatial impossibilities that manifest within this scene 
are demonstrably aligned with Clithero’s mental state, shedding light on a significant 
element of the American Gothic that this thesis will develop. On one hand, I align my 
understanding with the notion that the psychological torment within American Gothic 
narratives is commonly depicted spatially and temporally, both within the narrative and the 
structure of these texts. But, developing this a stage further, it is possible to locate the 
implementation of Gothic tropes as devices to activate a physical and affectual response 
from the reader through their familiarity with Gothic conventions. This activation, I posit, 
enables the reader to be positioned as collaborator with the author, as these early examples 
of the American Gothic present, but also with collective reading communities found on 
digital platforms.  
The next section will map the development of the American Gothic in relation to 
two key texts that further illustrate the activation of the Gothic by the reader: Nathaniel 
Hawthorne’s The House of the Seven Gables (1851) and Edgar Allen Poe’s ‘The Fall of the 
House of Usher’ (1839). In both narratives, the storyworld is situated within a troubled 
domestic sphere with Gothic tropes that act as catalysts to gain a physical response from 
the reader, not only through the plot, but more significantly, style and form. The reader’s 
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consciousness of the unstable boundary between the actual world and the storyworld is 
apparent in both Hawthorne and Poe’s depiction of the Gothic. I argue that it is these 
moments of conscious recognition by the reader of the ‘cracks in the storyworld’ that 
challenge the boundaries between storyworld and actual world, for which I offer the term: 
‘Gothic faultline.’ 
 
Mind the Cracks: Uncanny Interiors in the Nineteenth Century Gothic 
“The hideous dropping off of the veil” 
Edgar Allan Poe (1839) 
 
The houses depicted in the mid-nineteenth century American Gothic differ to those that 
encompass the history embedded in the European dwelling, conveyed through the likes of 
Emily Brönte’s Wuthering Heights (1847) or even Horace Walpole’s The Castle of Otranto 
(1764). Thus, the uncanny nature of the American dwelling is developed through different 
means, but with a similar intention. Evidently Brönte uses Wuthering Heights and 
Thrushcross Grange to contain the tempestuous nature of their inhabitants through 
generations of the Earnshaw and Linton bloodline. On the other hand, Brönte’s 
contemporary, Nathaniel Hawthorne, relays a similarly violent bloodline in his book The 
House of the Seven Gables (1851) and yet the house the Pyncheon family occupy is newly 
constructed in the opening stages of the book. 
Interior domestic space in Gothic fiction of this period is increasingly concerned with 
anxieties surrounding the transgressions of boundaries between inside and outside, internal 
and external. Both in terms of public space and private space but also text and reader, 
storyworld and actual world; the Gothic actively deconstructs binary oppositions as this 
section demonstrates. A preoccupation with the fluidity of spatial boundaries in the Gothic 
invokes an uncanny sensation for the reader as notions of the familiar and the unfamiliar 
are exposed as inextricably connected through the return of the past, usually in the form of 
  28 
spectral and abyssal hauntings. As such, I turn to Lacan’s (1977) neologism extimacy, which 
I propose encapsulates, in structural terms, the reader’s experience of Transworld identity 
within the unstable storyworlds to be found in the Gothic. Although I am not reading the 
novels through a psychoanalytic lens, the term extimacy, which is descriptive of a form of 
spatial impossibility, is neatly signified in visual terms by the Möbius strip. Harnessing 
Lacanian topology to conceptualise the specifically uncanny space explored in the novels 
this thesis examines, is useful in that the word extimacy can convey a complex, and at times 
incomprehensible, notion of space. Extimacy is only briefly outlined by Lacan in Seminar X 
but the term has been expanded upon by many critics, most notably his former student 
Jacques-Allain Miller. Miller (1985) describes extimacy as a development of Freud’s uncanny 
and offers a more precise explanation of the uncanny nature of spatial incursions, 
particularly through the relationship a reader has with a storyworld and vice versa, as I will 
subsequently uncover in the novels of Hawthorne and most notably, Poe.  
 The uncanny status of the house in Hawthorne’s novel is traced to a dispute that 
allows the mansion to be constructed in the first place. Judge Pyncheon, the primary 
patriarch of the family and a well-respected member of the community, accuses a citizen, 
Mathew Maule, of using witchcraft. The community is suspicious of Pyncheon’s intent as 
Maule’s hut resides on a valuable piece of land that the Judge quickly claims after Maule’s 
execution in order to build his own home upon the land. Once constructed, he opens his 
house for all the town to view but the Judge is found dead in his office with blood covering 
his chin and with no sign of foul play. Hawthorne reminds the reader of the declaration 
made by Maule upon his execution, ‘God hath given him blood to drink!’ (p16); the familiar 
tradition of the cursed bloodline is drawn upon. However, it is within the newly built 
Pyncheon home that the curse resides as the narrator remarks, ‘thus early had Death stept 
across the threshold of the House of the Seven Gables’ (p16) and with that proclamation, 
the uncanny elements of the house begin to emerge. 
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 To remark briefly on the preface to Hawthorne’s novel, the reader is informed that 
the events described as occurring within the house took place ‘over the better part of two 
centuries,’ (p5) enabling Hawthorne to develop a family history and bloodline, challenging 
the fictionality of the storyworld with a supposedly authentic introduction from the author. 
In the main narrative, the narrator relates the tale of the Pyncheon line after the fact, 
describing the uncanny effect viewing the house has on him knowing its murderous history, 
because it ‘has always affected me like a human countenance’ (p5). As I will go on to explore 
in relation to Edgar Allen Poe’s ‘The Fall of the House of Usher’, the house in Hawthorne’s 
Gothic tale is afforded organic characteristics as if it possessed a human psyche of sorts due 
to its sinister past. Jentsch’s (1906) argument that the uncanny develops from the 
intellectual uncertainty evoked - the blurred distinction between human and non-human - 
is applicable here. In this instance, the narrator’s suspicion that the structure of the house 
is directly connected to the unfortunate events that occurred to its occupants, clearly 
reflects the emotional response to the strangeness of space that Jentsch and then Freud 
would go on to label the uncanny. 
 The narrative progression of The House of the Seven Gables illuminates an anxiety 
surrounding inheritance and certain elements of technological modernisation such as the 
invention of the camera and the telephone. Yet, central to the tale is the haunted history 
of America illustrated via the invocation of the oppressive puritan regime and depicted 
through Judge Pyncheon’s condemnation of Maule as a wizard. The repressed past returns 
to haunt the family within the house that ‘would include the home of the dead and buried 
wizard and would thus afford the ghost […] a kind of privilege to haunt its new apartments’ 
(p9). It is thus the memory of Maule’s death sentence that allows him to return in spectral 
form within the confines of the Pyncheon house to disrupt spatial and temporal boundaries. 
To further this interpretation, the challenge to the boundaries exhibited by the spectral 
return of Maule is mirrored by the form through which the reader’s comprehension of the 
storyworld and the actual world are challenged. A Gothic faultline is discernible here if the 
  30 
reader relates the haunting of the Pyncheon house with their occupation of the storyworld 
through their activation of its stylistic and Gothic features. 
Moving on to a more contemporary exploration of the uncanny and useful to explain 
how the application of the uncanny has developed in line with cultural anxiety, Petra 
Eckhard’s (2011) discussion is useful in providing insight into the developments of the 
uncanny in postmodern literature. Eckhard argues that the uncanny is integrally connected 
to the cultural imaginary: the idea that culture is based on the way meanings are formed 
and shared. Thus, the uncanny as cultural imaginary enables an articulation of ‘subjective 
post-traumatic experiences, which, however, can also point to larger, national memory 
discourses’ (p20). If this idea is applied to the return of the oppressive Puritan past in 
Hawthorne’s novel, the manifestation of Maule’s ghost within the confines of the Pyncheon 
mansion is indicative of an interior structure in the text that invites the ‘Gothic faultline’ 
to open. This faultline allows the darker side of the American past to intercede both within 
the narrative and through the utilisation of Gothic tropes such as the haunted house, and 
yet it can also be seen to create a literal faultline for the reader, allowing a direct 
connection to the repressed American past and the anxieties it evoked.  
In earlier examples of the American Gothic such as Brown’s novel, the spatial and 
temporal challenges are strictly confined to the text-based narrative. This thesis looks to 
explore the development of the American Gothic mode in light of some of the multimodal 
depictions of spatiality and temporality as mimetic of technological innovations to reading. 
Beginning with an evaluation of the ways Edgar Allen Poe experiments with style through 
the inclusion of paratext and peritext (Genette, 1997), I look to the untranslated passages, 
narrative structural concerns such as cyclical stories, and unstable narrative voices to track 
the development of the American Gothic. As such, I propose that the visual and stylistic 
experimentation found in the books in the following chapters have been directly influenced 
by Poe’s unique development of Gothic tropes which I will now consider, creating the 
conditions for what I label ‘the Gothic faultline’.  
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Primarily developed through the representation of spatial and temporal concerns, 
the typographical experimentation, images, colour, and handwriting, all draw the reader’s 
awareness to the author’s deployment of Gothic tropes to stimulate the physical and active 
participation required of the reader. The metaphor of the faultline is useful to describe the 
moment at which the reader’s awareness of the Gothic as a literary trope is focused through 
the use of particular narrative and visual features familiar to the Gothic form. Using Edgar 
Allen Poe’s ‘The Fall of the House of Usher’ (1839), I will outline the foundations of the 
Gothic faultline before offering close readings of contemporary novels that seem to develop 
Poe’s unique utilisation of Gothic tropes, in which the reader operates in collaboration with 
the narrator to work through the multiple meanings contained within the short story.  
 
Intrigue, Interiors and Extimate Interruptions in Poe’s ‘Fall of the House of Usher’ 
 
Allan Lloyd-Smith (2004) makes an important distinction about the American Gothic of the 
past, stating that ‘as Gothic developed through the nineteenth century it increasingly came 
inside […with] houses as embodiments of their [character’s] psyches’ (p103). Ostensibly, 
the American Gothic maintained a focus on the connection between spatiality and what 
Freud went on to term ‘the unconscious.’ In this thesis, I elaborate upon the relationship 
between spatiality and the unconscious, because although the American Gothic is 
preoccupied with interior spaces, external natural space is demonstrably inseparable. This 
is structurally embodied by the Möbius strip Lacan uses to illustrate the structure of desire. 
The Möbius strip can be employed as a visual cue to conceptualise the representation of 
time and space presented in the Gothic. In particular, Poe’s development of metafiction 
through cyclical narrative structures, the use of paratext, and unstable narrators seems to 
directly reflect the structure of the Möbius strip as a means for the reader to activate the 
Gothic. Moving into the contemporary moment, the literary texts this thesis examines are 
ostensibly influenced by Poe and his incorporation of the Möbius strip structure to their 
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narrative and structural cohesion. The Gothic is thus the ideal mode to complicate binaries 
between inside and outside, internal and external. This is further exemplified through the 
ways in which the post-millennial Gothic novel encourages readers to access supplementary 
but still canonical elements of the storyworld. Alongside these additions to the storyworld, 
the community knowledge sharing available through digital platforms beyond the physical 
novel is another means through which the transmedial nature of the reader’s participation 
is in evidence, an argument I elaborate upon in the final section of the Introduction. 
Poe’s short story ‘The Fall of the House of Usher’ begins in a similar manner to Brown 
and Hawthorne’s Gothic stories: with paratext. However, unlike the preface to the narrative 
included in Hawthorne and Brown’s novels, which is clearly attributed to the supposed 
author of the tale, Poe’s story begins with an epigraph in French with no translation offered 
and with ambiguous authorship. As a result, even before the story begins the reader is 
offered a challenge which will affect his/her reading of the narrative, allowing the lines 
between fact and fiction, storyworld and actual world, to blend together from the start. 
The epigraph reads ‘"Son cœur est un luth suspendu; / Sitôt qu'on le touche il résonne." / - 
De Béranger’ (p299) which translates to: ‘His heart is as a suspended lute / as soon as it is 
touched it resonates.’ (my translation). If the reader is able to comprehend the meaning 
through their own efforts they are then met with the ambiguity produced: firstly, by the 
pronoun ‘son’ or ‘he’ and who this should be attributed to, the vagueness of the statement 
itself, and finally, the mysterious “De Béranger” and his connection to the story.iii Poe’s use 
of the epigraph can be described as a metafictional trope, or, in other words a self-conscious 
reminder to the reader of the fictional status of the tale: a typical conceit of the stylistic 
and structural play I examine in the chapters that follow, as a tool to activate the Gothic.  
At this point, it is worth reiterating that ‘The Fall of the House of Usher’ was 
published in 1839, making Poe a precursor to Hawthorne and Brontë and yet his construction 
of Gothic tropes are unique within the nineteenth century due to what Hogle (2002) 
describes as Poe’s ‘Gothic excess [harnessed] with a morbid abandon, barely restrained by 
  33 
his tight, formal control’ (p180). As I will go on to examine in ‘The Fall of the House of 
Usher,’ Poe utilises stylistic and formal devices that allow the uncanny to permeate the 
boundary between text and reader. This connection, I argue, can be read as extimate, 
particularly through the presentation of the interior of the haunted house as alive and 
connected to its inhabitants. In terms of its effect on the reader, it is Poe’s ability to 
transmit a Gothic affect (Lessard, 2014), a feeling of intensity or anxiety, between text and 
reader, house and characters, storyworld and actual world, that is the most influential 
element of his style on the modern Gothic. 
Before moving on to explicate the reading experience unique to Poe’s work, I turn 
to Garrett Stewart’s theory of reading the Gothic as a method of comprehending how the 
Gothic reading experience differs from other genres. In his book, Dear Reader: The 
Conscripted Audience in Nineteenth-Century British Fiction (1996), Stewart proposes that 
the way Gothic tropes included in novels such as Mary Shelley’s Frankenstein (1818) and 
R.L. Stevenson’s The Strange Case of Dr Jekyll and Mr Hyde (1886), provoke an active 
response from their readers is through the form of the narrative. He terms this approach 
‘the Gothic of reading’ and illustrates the active process required of the reader, stating that 
‘to engage with a text is figured there as a no longer passive dependency, derivative and 
harmlessly vicarious, but rather as a labour akin to vampirism itself, not animating the text 
so much as drawing off its life into the void of response’ (p125). In other words, the Victorian 
Gothic novel demands a participatory approach to the narrative in which the reader colludes 
in the creation of Gothic activation. Stewart continues ‘what goes unsaid is that these 
collaborative readers - either scripting their half of the book or honouring their share of the 
interpretive bargain are themselves made, written, constructed by the text in its own 
likeness’ (p395). In as much as the Gothic is activated through the reader’s efforts, the 
Gothic mode itself operates to construct the reader in the way Stewart describes, through 
the act of interpretation. 
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Stewart’s approach to the nineteenth century Gothic has been adopted by a range 
of critics who embrace his conception of Gothic activation through the collaborative reader. 
Significant to my own interpretation, Bran Nicol (2012) develops Stewart’s ideas in relation 
to Poe’s ‘The Man in the Crowd’ (1840) and argues that the Gothic is  
less a “literature of the mind” […] and more a literature which acts on the body, or 
at least stimulates emotions, excitement and the uncanny. Nevertheless, a 
“suspicious” attitude to a world loaded with hidden meaning and menace, and the 
impulse towards investigation […] are integral to Gothic reading. (p478)  
This “suspicious” attitude to a Gothic text is indicative of the physicality of reading the 
Gothic and the level of interaction required because it is a physical demand through the 
necessity that the reader handles the book by turning the pages to read footnotes and 
endnotes or even positioning the entire book differently to make legible the experimental 
forms of multimodality, discussed in detail in Chapter One.  
Another reading process I regard as physical is the mental capacity needed to 
complete tasks such as the translations that are left to the reader’s abilities if they are to 
have the best chance of comprehending the plot. On one hand, the stimulation of the 
uncanny sparks this process by inspiring a desire in the reader to comprehend the 
incomprehensible and to make the unfamiliar familiar once more. In ‘Usher’, the 
untranslated epigraph followed by the uncanny imagery of the house are indicative of this 
physical activation using the manifestation of the uncanny as a catalyst for reader activation 
within the storyworld. 
The reader’s desire for comprehension is remarked upon by Stewart as he proposes 
that Gothic narratives of the period simultaneously offer and withhold pleasure, allowing 
the reader the enjoyment of ‘plundering otherness’ (p360). In other words, the reader is 
expected to both enjoy and fear the tension incited by a Gothic novel and the otherness 
generated through its stylistic concerns. Cyclical in nature, the Gothic reading experience, 
as posited by Stewart, can be understood as the reader’s conscious efforts to decipher the 
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prerogative of the Gothic tropes employed by authors such as Poe, which subsequently 
provoke a physical response from the reader.  
Although Stewart does not apply his ideas directly to Poe’s work, a subsequent 
article by Harriet Hustis (1999) expands upon Stewart’s concept and makes some useful 
distinctions about how Poe formed his narrative to engender a collusive reading experience 
in which the reader activates the Gothic effect, and thus affect, of the story. In particular, 
Hustis describes Poe’s intentions through his formation of the short story as a ‘dual critique 
and enactment of the Gothic […] represent[ing] an exploration of the very nature of Gothic 
textuality itself and its effects (both aesthetic and psychic) on the reader’ (p5/6). I concur 
with Hustis’ statement as the self-awareness demonstrated by Poe in ‘Usher’ is the method 
through which the extimate connection I propose can develop, suggesting a meta or self-
awareness within this early example of the American Gothic. It is also the element missing 
from Brown and Hawthorne’s texts, despite Hawthorne’s writing career succeeding Poe’s 
short stories by a number of years. Accordingly, I recommend that the contemporary Gothic, 
as it appears in the post-millennial period, is considerably influenced by Poe’s unique 
construction of style and form. 
Furthering her reading of ‘Usher’, Hustis suggests that it is through the act of reading 
a Gothic trope that a text becomes activated as Gothic in form. One of the ways in which 
Poe achieves this in ‘Usher’ is through the role of the narrator and his relationship to the 
reader. The story begins with the narrator riding on ‘a dull, dark, and soundless day’ (p299) 
when he happens upon the House of Usher. With this very ‘first glimpse of the building’ 
(p299) offered to the reader, the narrator reveals ‘a sense of insufferable gloom pervaded 
my spirit.’ (p299). The language used to describe the dwelling as a ‘building’ inspires a 
mounting sense of the uncanny as it becomes clear that the house is not a home to the Usher 
family according to the narrator’s description. Furthermore, the house evokes an emotive 
response from the narrator as he describes the intense and undefinable suffering imparted 
on him through his exposure to the façade of the dwelling. On this point, Hustis argues that 
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‘the effect of the house is all the narrator’s doing: he activates its Gothicism in and of 
himself by reading into it.’ (p7). As much as the reader activates the Gothic, Hustis suggests 
that the narrator is as important in the activation and thus, as in the case of ‘Usher’s’ 
narrator, he is depicted to be easily excited, with an active imagination. This style of 
narrator can also be seen in Lunar Park (2005) and the protagonist Bret’s increasingly 
paranoid drug induced state which leads to the manifestation of supernatural hauntings 
examined in Chapter Two. 
Building on the emotive response detailed by the narrator in ‘Usher’, he goes on to 
illustrate further uncanny elements of the house through its ‘vacant eye-like windows’ 
(p299) allowing an anthropomorphic property to arise, concretising the uncanny sensation 
of the imagery. Thus, the external structure of the house invades the narrator’s senses as 
he reveals it is comparable to the comedown of opium or ‘the hideous dropping-off of the 
veil’ (p299), ostensibly permitting the home into the intimacy of his soul: extimate in its 
structural description. To take this idea a stage further and in order to explore the 
significance of the extimate structure of the reading experience, the phrase ‘dropping-off 
of the veil’ can be examined. The metaphor of the veil is often utilised by Lacanian 
psychoanalysts to denote the glimpse of the Real in evidence when an event cannot be 
adequately described in language. If this metaphor is applied to the narrator’s description 
of his response to the house as he asks himself ‘what was it that so unnerved me in the 
contemplation of the House of Usher?’ (p3), it seems the House of Usher removes the veil 
and allows the Real to creep into the narrator’s perception to which he responds by feeling 
intensely ‘unnerved’ because he is unable to communicate his feelings.  
The connection between reader and text is evident due to the affective response 
stimulated by the narrator’s experience of the Usher’s house and the reader’s 
internalisation of his discomfort which is felt in terms of the uncanny. It is necessary at this 
point to negotiate the meaning of the term ‘affect’ in the context of the Gothic reading 
experience. Bruno Lessard (2010) offers a useful definition: 
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Affect functions at the level of pre-individuality and generates pre-narrative forms 
of experience such as intensity. Arguably, a useful type of experience for cultural 
and media studies […] affects such as intensity and anxiety vary and serve as 
embodied interfaces between bodies, images and objects. (p214) 
Lessard makes it clear that affect differs from an emotional response because it exists at 
the ‘pre-individual’ stage and thus enables the development of textual analysis that can be 
applicable to the reader as a collective rather than just the individual. Furthermore, his 
article states that affective responses are often discernible through the skin or the surface 
of the body as a physiological response to the storyworld. In terms of the Gothic then, 
‘intensity’ and ‘anxiety’ as possible manifestations of affect lend themselves successfully 
to interpreting the Gothic reading experience for the reading collective.  
To resume my reading of the affect stimulated by the text and experienced by the 
reader, Eric Savoy’s (2002) reading of Poe’s harnessing of abject horror through his 
insistence on the Real rather than representation or symbolism of the unknown or unsaid 
(Hogle, 2002, p182). The difficulty to verbalise the experience of the house on the part of 
the narrator allows the Real to pervade the narrative forming a ‘gap’ at the core of the 
storyworld, translated spatially by the reader as the ‘fissure’ in the façade of the house. 
This ‘representation of the fissure […] creates such an ‘other’ space, a gap which the text 
does not allow the reader to “confirm and interiorize”.’ (Hustis, p7). Taking Hustis’ notion 
of the absent space a stage further, the ‘fissure’ is a signifier for the crack in the narrative 
I describe as a ‘faultline’ allowing the reader a direct insight into both the composition of 
the storyworld and its moments of activation that construct the reader’s experience of 
navigating the story. 
The narrator’s confrontation with the Real can be seen as a form of topology within 
the narrative and is subsequently described through his experiences within the Usher home. 
Consequently, as I will now argue, the faultlines that open as a result are demonstrable 
through a consideration of the ways in which the uncanny reading experience is activated 
by the reader and indicative of Stewart’s Gothic of reading process. 
  38 
The Gothic is activated once the reader is allowed access to the nature of the house 
as inherently paradoxical and uncanny. Beginning with the narrator’s description of the 
house’s anthropomorphic qualities, he continues by detailing the ‘extensive decay’ (p301) 
he perceives as he studies the frontage. Poe includes an uncanny addition which can be seen 
as having a direct influence on House of Leaves (2000) discussed in the opening of the next 
chapter. The narrator reveals that the frontage of the house presented a  
little token of instability. Perhaps the eye of a scrutinizing observer might have 
discovered a barely perceptible fissure, which, extending from the roof of the 
building in front, made its way down the wall in a zigzag direction, until it became 
lost in the sullen waters of the tarn. (p301) 
This extract clearly foreshadows the ending in which the house collapses in on itself 
ostensibly due to the breakdown and subsequent death of its inhabitants: a brother and 
sister that are the last remaining members of the Usher family line. Beyond this, however, 
the passage is relevant for two other distinct purposes. Firstly, and more obviously, the 
narrator offers information about the house that, at this point in the story, seems strange 
and uncanny. The suggestion here is that the house is both a ruin and a steadfast dwelling 
with a fatal flaw that can only be perceived by the most observant of its visitors and thus 
activating the Gothic mode. The reader, familiar with the common conceits of the Gothic, 
can expect the literal faultline to foreshadow a catastrophe later in the narrative. However, 
it is important to read this faultline in terms of its structural significance in the short story 
and for the reader.  
 The faultline is indicative of two main plot features. Firstly, it symbolises the 
crumbling minds and bodies of Roderick and Madeline Usher, and secondly, the 
indistinguishability of the identities of the house and its inhabitants. When recounting the 
history of the house, the narrator reveals ‘the ‘House of Usher’ – an appellation which 
seemed to include, in the minds of the peasantry who used it, both the family and the family 
mansion’ (p5). The permeability of the identity of the house with the family that dwell 
there indicates an extimate connection because the house is an external structure that is 
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nevertheless an integral element of the Usher family’s notion of self and also their 
community’s perception thereof. Moreover, and most significant, is the idea that the 
‘fissure’ can be interpreted as a faultline that spans the exterior of the house and is 
mimetically represented through the narrative itself due to the metafictional elements 
included by Poe. 
 The epigraph can be seen as the beginnings of the faultline included in the narrative, 
followed by the insertion of the poem ‘The Haunted Palace,’ presented as a song performed 
by Roderick Usher in the narrator’s presence. The poem is in fact an intertextual reference 
to Poe’s oeuvre as he published the poem separately in 1839 before the publication of 
‘Usher.’ Similar to Danielewski’s House of Leaves (2000) and the external publications that 
extend the storyworld for the reader, the uncanny intrusion of intertextuality native to the 
author challenges the boundaries between storyworld and actual world, revealing a Gothic 
faultline. In this instance, ‘The Haunted Palace’ depicts the madness of the human mind 
and its comparability to a palace, reiterating the indecipherability of the identities of the 
Ushers and their dwelling. A portion of the third verse reads: 
Wanderers in that happy valley 
Through two luminous windows saw 
Spirits moving musically 
To a lute’s well-tunèd law (my emphasis, p306) 
 Thus, not only is the poem reflective of the subject matter of the short story, but its 
intrusion into the narrative acts as a reminder to the reader of the fictional status of the 
storyworld by including another Poe text: a jarring and uncanny aide-mémoire. Additionally, 
the mention of a lute in the poem arguably alludes to the epigraph and thus connects the 
two fragments of intertextuality forming a clear, structural faultline because it reminds the 
reader of the fictionality of the storyworld and acts as a moment of recognition for the 
reader’s awareness of the Gothic as a trope consciously employed by Poe. If we perceive 
Roderick as the referent of the epigraph alongside his recital of ‘The Haunted Palace,’ I 
propose that the lute is a symbol for Roderick’s power to affect his environment due either 
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to his ability to seemingly predict the future or, and a more probable factor: the way his 
own anxieties manifest within his house due to the ‘influence […] obtained over his spirit 
[…] brought about upon the morale of his existence’ (original emphasis, p303) and dictated 
by the connection he believes he has with his home.  
The house’s influence over Roderick’s mind is also foretold in the poem revealing 
the concurrent destruction of a mind and a home:  
But evil things, in robes of sorrow, 
Assailed the monarch’s high estate; (Ah, 
Let us mourn, for never morrow 
Shall dawn upon him, desolate!) 
And, round about his home, the glory 
That blushed and bloomed 
Is but a dim-remembered story 
Of the old time entombed. (p306/7) 
Verse V of ‘The Haunted Palace’ details the decaying mind of the ‘monarch’ as he becomes 
‘desolate’ whilst his palace fades to a ‘a dim-remembered story’ as is the case with the 
Usher family and their home. The development of the home as a destructive environment 
upon Roderick’s mind is confirmed when he paints an image of a tomb to which Madeline 
later finds herself buried alive. Once she escapes, Roderick’s exclamation that ‘“she now 
stands without the door!”’ (original emphasis, p313) precedes her appearance immediately 
thereafter. These examples of the construction of Roderick’s connection with the topology 
of his house as extimate is strengthened through the uncanny experience of reading this 
Gothic tale because the reader experiences a similar sensation to that felt by the narrator 
through these metafictional interruptions. Subsequently, the formation of a structural 
faultline within the story through these metafictional elements demonstrates the demands 
of the Gothic reading experience described by Stewart and expanded upon by Hustis and 
Nicol. 
To return to Hustis’ argument and in order to aid the conclusion of my reading of 
Poe, I will situate the importance of the Gothic faultline in relation to the activation of the 
Gothic through the ending of the story. Hustis states that ‘a Gothic reading […] opens up a 
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textual space elsewhere by calling attention to precisely the gap between reader and text 
which cannot be read away’ (p11), which in Poe’s story can be perceived as the structural 
faultline of both the house and the narrative. The ‘gap’ evidenced by Hustis can be 
understood as a form of absence made manifest spatially to drive the Gothic narrative. The 
inclusion of a single footnote referring the reader to ‘Watson, Dr. Percival, Spallanzani, and 
especially the Bishop of Llandaff. – See Chemical Essays, Vol V.’ (p307) interrupts the 
storyworld with a factual reference, if authenticated by the reader, whilst also reiterating 
the unreliability of the narrator, which I will determine next.  
It is possible for the reader to locate the author of the Chemical Essays, Vol V (1784) 
as Richard Watson, also known as the Bishop of Llandaff. Whilst this would have been 
significantly difficult for the nineteenth century reader, access to search engine technology 
via the Internet makes it possible to discover the ambiguity encompassed by this side note. 
Thus, the narrative is made to seem authentic on one hand by referring to critical material 
in the actual world, if we believe the extra material is included by the narrator, and 
somewhat paradoxically, as a reminder of the fictionality of the story if the metafictional 
interruption is attributed to the author. In both instances, the misrepresentation of the 
source material, as was the case with the epigraph, allows the modern reader an awareness 
of the possibility that Poe is consciously making errors to disrupt the stability of the 
storyworld. Arguably, the disruption in this case is made possible through the spatial 
interruption of a footnote, usually reserved for non-fiction and critical texts, into the 
storyworld of ‘Usher.’ 
Towards the end of the story, spatial boundaries are further transgressed in order to 
reveal the absent core at the heart of the storyworld that becomes occupied by the reader. 
Before the eventual collapse of the house of Usher, the uncanny representation of space is 
once again conjured through a description of Roderick as he paints a sinister image which 
turns out to be his sister’s tomb. 
From the painting over which his elaborate fancy brooded […] A small picture 
presented the interior of an immensely long and rectangular vault or tunnel, with 
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low walls, smooth, white and without interruption or device. Certain accessory 
points of design served well to convey the idea that this excavation lay at an 
exceeding depth below the surface of the Earth. No outlet was observed in any 
portion of its vast extent, and no torch, or other artificial source of light was 
discernible; yet a flood of intense rays rolled throughout and bathed the whole in a 
ghastly and inappropriate splendour. (p304/5) 
The narrator provides a detailed report of the paradoxical space encompassed within 
Roderick’s painting and, as the next chapter will demonstrate, can be clearly seen to 
influence the depiction of space in House of Leaves. The underground space, empty of 
everything except ‘certain accessory points of design’ challenges the reader’s understanding 
of space according to the laws of the physical world. As such, the ‘intense rays’ that ‘bathed 
the whole in a ghastly and inappropriate splendour’ which cannot be associated with any 
form of ‘artificial’ light source, permits a further form of uncanny space. In this case, the 
narrator describes an image painted by Roderick, but as I shall examine in relation to the 
end of the novel, the space painted becomes a reality challenging the natural limits of the 
storyworld and thus destabilizing the reader’s comprehension through the uncanny structure 
of the house.  
In summary, the extimate spatiality of the house is exacerbated by the uncanny 
portrayal of unnatural space. As in the painting, the physical faultlines visible to the reader 
through the mirroring of the storyworld align with the physical construction of the narrative. 
Moreover, Poe’s metafictional interruptions that serve to unsettle the stability of the 
storyworld position Poe as the primary influence for the Gothic elements of the novels that 
the subsequent chapters analyse. Savoy’s description of Poe as ‘empathically not a man of 
his time’ (Hogle, 2002, p181) due to his ability to generate the uncanny and challenge his 
readers through his unique activation of the Gothic, despite predating Freud by many 
decades. Towards the conclusion of his article, Savoy posits that ‘despite his careful tracing 
of traumatic effects from pathological desires, Poe understood that absence is more 
unsettling than presence, particularly when the absent manifests itself indirectly as 
uncanny’ (Hogle, 2002, p186). The ending of ‘Usher’ demonstrates the manifestation of 
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absent space as a source of indescribable terror, conceptualised in terms of the Real as a 
topological concern within the reader’s comprehension of the storyworld. Beginning with 
the deterioration of Roderick’s sanity, the narrator vows to pass the night reading from ‘the 
Mad Trist of Sir Launcelot Canning’ (original emphasis, p310), a Medieval Romance invented 
by Poe in this case.  
The narrator’s reading of the Romance progresses and he reveals, ‘it appeared to 
me that […] the echo (but a stifled and dull one certainly) of the very cracking and ripping 
sound which Sir Launcelot had so particularly described’ (p311) was occurring in his own 
earshot. The narrator’s uncertainty regarding the ‘echo’ coupled with the uncanny duality 
of the sounds in the novel the narrator reads from, reflects the activation of the reader 
through the structural faultlines in the story. The metafictional interruptions and paratext 
both operate to allow a mimetic representation of the events in the story to occur in the 
reader’s mind through a development of Gothic affect. These echoes continue to occur with 
increasing intensity as Roderick’s mind begins to completely unravel in correlation to the 
disturbances within the house. The moment at which the tension is most elevated is when 
the narrator describes the resurrection of Madeline Usher with ‘blood upon her white robes’ 
(p313) indicating that she was buried alive: an extremely uncanny event for the reader to 
process. Madeline, ‘in her violent and now final death-agonies, bore him to the floor a 
corpse’ (p313) and thus reinforces the sibling’s inseparable identities through a 
synchronistical death at the moment the house of Usher collapses. 
The final paragraph, which I will refer to in more depth alongside my reading of 
House of Leaves, depicts the narrator’s retreat from the house and his subsequent 
experience of watching 
That once barely perceptible fissure rapidly widen[ing…] I saw the mighty walls 
rushing asunder – there was a long tumultuous shouting sound like the voice of a 
thousand waters and the deep and dank tarn at my feet closed sullenly and silently 
over the fragments of the “House of Usher.” (p313) 
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Significant to examine initially is Poe’s choice to use italics in the final mention of ‘the 
House of Usher.’ As such, it seems that Poe is not only declaring the destruction of the 
house, but also referencing the title of the story. If this is coupled with the description of 
the tarn closing ‘over the fragments’ there is a clear indication that Poe is in fact reflecting 
on the physical process of reading. At the end of the story, the final pages are literally 
‘closed’ as is described in this passage whilst the house is destroyed both literally through 
the final collapse, and metaphorically once the pages are closed. Thus, the absent space 
described as developing throughout the course of the narrative can be seen to literally 
manifest through this final line, due to the physical response of the reader closing the book. 
In Chapter One, I return to this argument in relation to the ending of House of Leaves due 
to the significance of this interpretation in terms of my argument surrounding the required 
physicality of reading the Gothic. 
 In the chapters that follow, I draw together my conception of the ‘Gothic faultline’ 
with the ways in which contemporary American literature can be seen to embrace digital 
platforms as a process to not only activate the Gothic by way of external resources, but also 
to encourage a collaborative reading enterprise beyond the print text. Building on the 
classic examples of the American Gothic, I will trace the influence of the nineteenth century 
tradition through the contemporary author’s reliance on established tropes to situate the 
reader in a position of familiarity amongst the complex and unfamiliar storyworld of the 
multimodal novel.  
Chapter One: Mark Z. Danielewski’s House of Leaves (2000) primarily focuses on the 
multimodal complexity of the novel through its structural and visual design features. As a 
precursor to the encompassment of digital reading strategies within a print novel, 
Danielewski’s expansive storyworld spans external publications including an album by the 
author’s sister performing under the name Poe on her album Haunted (2000), and a 
collection of letters included in the appendix to House of Leaves with some new additions, 
called The Whalestoe Letters (2000). Beyond these texts, there are many websites 
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dedicated to solving the intricacies of the novel in online forums, set-up as the Internet 
became a mainstream commodity and are still active eighteen years later. The novel 
primarily revolves around a haunted house, using visual elements to allow the reader to 
both immerse and participate within the space of the storyworld, especially through the 
Gothic motif of the labyrinth, a trope employed by all the novels explored in this thesis. 
 Chapter Two: Bret Easton Ellis’ Lunar Park (2005) uses the Gothic foundation of the 
haunted house as a site for anxieties surrounding identity of both the characters and the 
author. Although lacking typographical experimentation for the most part, the novel not 
only utilises a Gothic framework with metafictional interruptions but encourages readers to 
access websites built to extend the storyworld. The narrative is able to transgress from the 
page into the actual world due to the protagonist, Bret Easton Ellis, featuring as a double 
of the author. The storyworld version of Bret shares more than a name with his real-world 
counterpart and the opening chapter sets up the rest of the story with an in-depth discussion 
of Ellis’ previous novels. Thus, the digital, by way of the Gothic, can be seen as an unreliable 
resource in the search to attain facts and truths. Not only the case through the fictional 
websites accessible to readers, the threat of digital technology is also demonstrated in the 
novel through Bret’s experience of unwanted technological communication with his dead 
father as a process of haunting. 
Whilst the first half of the thesis locates the influence of the nineteenth century 
Gothic on the development of the activation undertaken by the reader within the 
storyworld, the second half of this thesis considers more recent examples of American 
multimodal novels that deploy Gothic tropes. Including Doug Dorst and JJ Abrams S. (2013), 
followed by Zachary Thomas Dodson’s Bats of the Republic (2015) and drawing together the 
elements explored through the first two chapters, Chapter Three demonstrates how the 
Gothic can be used in combination with more experimental visual structures and forms to 
shed light on the social potential of using the Internet to extend collaboration opportunities. 
Putting the reader in the position of collaborator, both within the storyworld and through 
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external canonical websites, the process of reading becomes an exercise in 
interconnectivity and knowledge exchange, fuelled by the Gothic framework.  
In S. the haunted house is replaced by a ghost ship as the central Gothic foundation, 
alongside the labyrinthine construction of the narrative layers which are mirrored by the 
cave and tunnel systems within the story. These Gothic elements serve as echoes of the 
digital environment in which these novels are written and through which reader’s situate a 
majority of their reading practice. Yet, the use of handwriting, letters, telegrams, postcards 
and a range of analogue communication systems serve to posit the indomitability of the 
print novel as the primary vessel for narrative. Similarly, in Chapter Four, I demonstrate the 
prevalence of multimodal features indicative of analogue communication technologies, in 
this case letters, sketches, handwritten notes, memoirs and even phone transcripts. Bats of 
the Republic engages with a number of familiar genres, most notably dystopian Science 
Fiction, and yet it is the Gothic tropes such as the monstrous and mythical animals drawn 
in the travel log, the labyrinthine cave system that harbours the bats of the title, or even 
an instance of doubling that reveals the feedback loop structure of the whole novel that 
activate the reader. Digital resources are apparent through the physical form of each page 
but also through the discussions occurring on forums such as Reddit. The novel directs 
readers towards webpages, most significantly the digital version of the letter included in 
print form at the back of the novel. 
The four texts present the influence of the nineteenth century Gothic on the 
contemporary American novel, establishing the activation and level of participation 
required by the reader necessary to navigate these unstable storyworlds. The Gothic is the 
site of familiarity, the anchor, for the contemporary American novel’s interaction with the 
digital in the post-millennial moment, an era in which readers and authors become 
collaborative partners.  
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Chapter One  
 
 
Mark Z. Danielewski’s House of Leaves (2000) 
 
“This is not for you” 
‘What’s real or isn’t real doesn’t matter here. The consequences are the same.’ 
Mark Z. Danielewski (2000) 
 
Johnny Truant, one of the key ‘collaborators’ in the construction of Mark Z. Danielewski’s 
House of Leaves (2000) illuminates, in the epigraph above, one of the key aspects of the 
argument this thesis will take in terms of the ‘real’ and the storyworld. Beginning with the 
idea of authenticity and authorship, a contentious issue when discussing metafiction in 
which the author transgresses the boundary between fiction and non-fiction and interrupts 
the storyworld development, House of Leaves’ authorship can be described as a 
collaborative endeavour with multiple authors cited. On the inside cover, House of Leaves 
is ‘by Zampanò,’ ‘with introduction and notes by Johnny Truant.’ Additional materials are 
referenced throughout which can be located in the appendices at the back of the book and 
these sources are attributed to various people, both fictional and real. Immediately 
apparent to the reader is Mark Z. Danielewski’s absence from the supposed authorship and 
instead the book is titled ‘Mark Z. Danielewski’s House of Leaves’ as a claim to ownership 
in its place.  
Evidently the meaning of authorship and ownership has shifted significantly since 
Roland Barthes argued that reading a text through a contextual understanding of the author 
is a redundant practice due to the subjectivity of language and meaning. Danielewski’s novel 
proposes a direct challenge to the author’s redundancy because throughout the course of 
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the novel he interlaces references from legitimate scholars and external works such as the 
album Haunted (2000) by his musician sister, Poe. The album was released to coincide with 
the launch of House of Leaves and thus the reader is given an opportunity to access external 
materials relevant to the storyworld of the book in other media forms. Additionally, 
Danielewski published a collection of letters, some of which appear in the appendices of 
the book, attributed to Johnny Truant’s mother, Pelafina. The collection is called The 
Whalestoe Letters (2000) and was released shortly after House of Leaves including material 
not found in the original storyworld. The extra letters give readers the opportunity to 
expand their knowledge of the canon whilst being given access to further information that 
offers possible solutions to the coded inclusions in House of Leaves. I will return to the 
external materials in the third section of this chapter as a means to outline the collaborative 
reading enterprise encouraged through these external publications as a form of Gothic 
faultline in the novel. 
To return to the structure of House of Leaves, following the title page is a foreword 
with a disclaimer from ‘The Editors’ about the first edition of House of Leaves, which in 
reality was released online by Danielewski to a select group of friends, with the missing 
sections described in the foreword: ‘Chapter 21, Appendix II, Appendix III, or the Index.’iv 
Thus, the changes described relate to a digital edition of the book that appeared in the 
actual world, despite the fictional status of the so called ‘Editors.’ Immediately, the novel 
obfuscates the boundaries between fact and fiction because the material not only claims to 
be authentic, but there is real world evidence to validate the claim. As a result, it is 
immediately complicated for the reader to negotiate the authenticity of the book, evoking 
a sense of the uncanny as the reader’s expectations are confounded through the language 
style and intensified by the structural layout of the so-called academic criticism. Moreover, 
this uncanny reading experience is strengthened by the epigraph, ‘This is not for you’ 
printed in the ‘courier’ typeface assigned, as we later discover, to Johnny Truant, who 
seems to directly address the reader. Catherine Spooner (2006) labels the epigraph to House 
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of Leaves an ‘anti-dedication [that] automatically places the reader in exile, invoking both 
the uncanniness of otherness and the thrill of the forbidden book’ (p46). The expectations 
placed on the reader initiate a physical engagement with the text as it becomes evident 
that House of Leaves will incur choices throughout, which will have consequences for the 
level of response necessary in the reading of the novel. Physical on two levels, the reader 
will encounter mentally stimulating and challenging material, but will also be required to 
handle the enormous book by turning and physically engaging with its contents, both within 
and external to the novel, as the third section of this chapter attests, to make the narrative 
comprehensible. 
In the Introduction, I examined Garrett Stewart’s (1996) ideas surrounding what he 
labels the Gothic of reading as a way of understanding the means through which a reader 
activates the Gothic through their response to the literary tropes in novels of the nineteenth 
century. House of Leaves is the novel par excellence for my notion concerning the 
collaborative reading experience of the twenty-first century multimodal novel, driven by 
the Gothic. Despite fictional author Zampanò’s claim when describing ‘The Navidson 
Record,’ that the documentary at the core of the book: ‘if finally catalogued as a gothic 
tale, contemporary urban folk myth, or merely a ghost story […] the documentary will […] 
slip the limits of any one of those genres’ (p3). This sentiment is true of the entire novel 
and as such, I will not try to categorise Danielewski’s work by genre. Nevertheless, I will be 
focusing on the Gothic narrative tropes utilised by the author to encourage a physical reader 
response in reaction to the plethora of Gothic faultlines I uncover. These faultlines are 
structural, presented through typographical experimentation, footnotes, use of images and 
greyscale, as well as the narrative, evident in the multi-layered and multivocal construction 
of the novel. 
The hugely complex and interwoven narratives within House of Leaves makes the 
plot difficult to summarise succinctly. Beginning with Johnny Truant’s introduction, written 
after completing the construction of the manuscript on ‘October 21, 1998’ (pxxiii), Johnny 
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details his drug addiction and anxieties surrounding the circumstances of finding Zampanò’s 
manuscript ‘at the end of ‘96’ (pxii). Johnny’s use of Gothic language allows the reader to 
be situated in a familiar genre framework despite the complexity of the novel as a piece of 
literature. The description of the night Johnny and his friend Lude ‘enter[ed] a crowded 
building […] some ancient moss-eaten crypt’ (pxiv), in which Zampanò’s corpse has recently 
been removed, begins the Gothic activation process. Following this macabre description is 
a summary of the room in which Zampanò was found, including an observation regarding 
‘these gauge marks in the hardwood floor, a good six or seven inches long. Very weird.’ 
(pxv). Referring to the apartment as a ‘crypt’ and the ‘weird’ ‘gauge marks’ in the floor 
next to where the body was found are indicative of the Gothic language used to infer 
towards the supernatural as a vehicle for the reader’s comprehension of the narrative’s 
events.  
Similarly, as I will illustrate in Chapter Four of this thesis, these novels refer to death 
and injury enacted by a monstrous and animalistic perpetrator with supernatural qualities. 
The gauge marks of Johnny’s description, also found in Bats of the Republic (2015) through 
the mutilated bodies allegedly torn apart by a mythical creature, serve as anchor points for 
the activation of the Gothic, stemming from the nineteenth century European Gothic, seen 
in the likes of Frankenstein (1818) and Dracula (1897). Yet, the manner in which the stories 
of preternatural murder are relayed share more in common with American Gothic tales such 
as Edgar Allen Poe’s ‘The Tell-Tale Heart’ (1843) due to the ambiguity surrounding the true 
assailants of the attacks. In Poe’s story, the murderer relates his confession to the reader, 
explaining the incident in which he murdered an old man in order to demonstrate his sanity. 
Nevertheless, the narrator’s performance degrades as he begins to interpret thumping 
sounds as the beat of his victim’s heart. Thus, the supernatural occurrence is made manifest 
through the reader’s interpretation of the narrator’s experience, in that Poe’s status as a 
Gothic writer causes us to anticipate a supernatural outcome to his stories. On the other 
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hand, if the narrator’s sanity is questioned by the reader, the ending can be regarded as 
related to the guilt of the murder which causes his mind to fragment and distort.  
Unlike the appearances of the supernatural Other in Dracula and Frankenstein in 
which Dracula’s status as a vampire and the Monster’s status as an other-worldly creature 
are undisputed, the readers of Poe and Danielewski are left to decipher the true nature of 
the deaths described, with both logical and supernatural elements to be found in the 
examples I have mentioned. Johnny’s description of the scene of Zampanò’s death is an 
exaggeration on his part due to his previous confessions about his recreational drug use and 
past traumas that alter his perception of reality. On the other hand, the mention of gauge 
marks in the floor could offer a persuasive preternatural explanation and thus activate the 
Gothic as a means to read the rest of the novel. 
The Gothic nature of the scene is heightened through the claustrophobic 
representation of space introduced by Johnny in his observations of his time inside 
Zampanò’s apartment. He describes: ‘all the windows were nailed shut and sealed […] even 
the vents were covered with duct tape’ (pxvi). This description from Johnny’s introduction 
alongside revelations that he ‘tried every pill imaginable. Anything to curb the fear’ (pxi) 
and that the fear ‘was about space. I wanted a closed, inviolate and most of all immutable 
space’ (pxix) shares many of the anxieties presented through the layers within the novel, 
explicating the possibility of an external threat infiltrating the internal and private space 
of the home.  Johnny confesses his response to reading Zampanò’s manuscript, entitled ‘The 
Navidson Record’, causes him to take similar steps to the old man as he details: ‘I nailed 
my windows shut […] I bought plenty of locks’ (pxvii). Inviting the reader to enter the anxiety 
inducing space of ‘The Navidson Record’ whilst simultaneously warning ‘This is not for you’ 
presents the reader with another choice: to read on despite the possible implications on the 
world beyond the book or to stop reading before the story begins in an effort to avoid 
Johnny’s fate. Continually employing the second person pronoun ‘you’ to engage the reader 
directly, Johnny warns: 
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Even in the comforts of your own home, you’ll watch yourself dismantle every 
assurance you ever lived by […] fighting with everything you’ve got not to face the 
thing you most dread, what is now, what will be, what has always come before, the 
creature you truly are, the creature we all are, buried in the nameless black of a 
name. 
And then the nightmares will begin. (pxxiii) 
A final warning to end the introduction, Johnny draws together the spatial threat with a 
temporal concern through temporal markers: ‘now’, ‘will be’, ‘come before.’ The internal 
accumulation of the infinite ‘nameless black’ is explicitly revealed to be a threatening and 
formless manifestation of the uncanny. The ‘black’ is unsignifiable for Johnny through his 
inability to explicitly locate the threat in language, or in Lacanian terms the Symbolic, which 
inherently contributes to the uncanny experience at this point for the reader. As a 
consequence, the Gothic is activated due to the absence of language available to describe 
the dread incurred, setting up the affective responses from the reader that are encouraged 
through the journey into the storyworld of ‘The Navidson Record’ that the reader now faces. 
 The ‘nameless black’ is an element of House of Leaves drawn upon by Fred Botting 
(2015) in his analysis of the novel whereby he refers to the ‘involution and interpenetration 
of inside and out, reality and fiction, spatial and psychic disorientation: groundless and 
boundless, with no floor, no fixed walls or boundaries, dark, substantial absence provokes 
anxiety. Horrorspace inhabits those who inhabit it’ (p243). Botting’s conceptual term 
‘Horrorspace’ is useful to put a name to the boundless and nameless spatial metaphor 
employed by Danielewski and described by Johnny. Part of the horror experienced by the 
reader occurs physically, as well as affectively, due to the novel’s demand to be handled, 
turned, moved. The external materials that must be drawn upon for a full grasp of 
Danielewski’s immense storyworld present another form of horror experienced physically by 
the reader. 
The next section begins with a reading of ‘The Navidson Record,’ a fictional 
documentary about a family home that grows internally against all natural and physical laws 
present in the reader’s world and supposedly the storyworld. The documentary is a series 
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of films recording Will Navidson and his family, friends and fellow explorers carrying out 
explorations of the space, or Horrorspace, which quickly devolves into rescue attempts and 
even suicide missions. Through a consideration of the multimodal form of the novel, it is 
possible to examine how the activation of the Gothic is enhanced by the various experiments 
with form employed by Danielewski. It is these visual cues that can be identified as the 
components that allow the reader’s identification with the storyworld to go beyond an 
empathetic connection with the characters. Alison Gibbons (2010) points out the book’s 
most significant property: its status as a ‘material artefact […which] open[s] up the 
textworld for figuration. Crucially this process forges a concretised form of trans-world 
projection for the reader, an embodied connection between participant and enactor.’ 
(p304). In her reading of House of Leaves, Gibbons remarks on the importance of the 
reader’s ability to disrupt ontological boundaries between storyworld and actual world in 
order to ‘forge’ a ‘trans-world connection’ as a means of attaining a higher level of 
immersivity. Building on this notion in the next section, I posit the existence of the Gothic 
faultline as the catalyst for the reader’s ability to transgress ontological boundaries by 
adopting a Transworld identity (McHale, 1992).   
 
Finding Fault[lines]: Home is where the Haunting is… 
‘The house itself, an indefinite shimmer, sitting quietly on the corner of Succoth and Ash 
Tree Lane, bathed in afternoon light.’ 
Mark Z. Danielewski (2000) 
 
My reading of Poe’s ‘The Fall of the House of Usher’ in the introduction to this thesis locates 
a persuasive sign of the influence Poe’s work has on Danielewski’s novel. The Gothic 
faultline that appears in the form of a hairline crack in the façade of the Usher house, 
initially brought to the reader’s attention by the narrator, can also be found in House of 
Leaves. Unlike Poe’s story though, the faultline embedded through the house on Ash Tree 
Lane is left to the reader to decipher, both literally and metaphorically, through cryptic 
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clues and structural experimentation. The House of Usher self-destructs in a very similar 
manner to the Navidson home, as this chapter will consider, and along the way utilises 
intertextual references, metafictional techniques and structural playfulness to activate a 
physical reading experience of navigating the storyworld. It is as if House of Leaves picks up 
where Poe left off; a Gothic novel of sorts, it utilises many of the tropes common to 
American Gothic literature discussed in the Introduction. And yet the digital printing 
technologies available in the 21st century offer Danielewski the medium to create an 
innovative reading experience for the post-millennial reader, utilising the stylistic play 
commonly found in subsequent trauma narratives such as Jonathan Safran Foer’s Extremely 
Loud and Incredibly Close (2005) alongside Gothic motifs of the ‘found manuscript’ style.v  
The found manuscript is a familiar conceit of postmodernism and is parodied in such 
works as Umberto Eco’s The Name of the Rose (1980), ostensibly in response to early Gothic 
novels including Walpole’s The Castle of Otranto (1764). Catherine Spooner (2006) 
comments upon the found manuscript in her reading of House of Leaves, in which she 
describes how ‘the found manuscript theme has inevitably been transformed by the growth 
of information technologies: the labyrinthine intricacies of the World Wide Web’ (p39). 
Danielewski’s inclusion of typographical experimentation, images, appendices, colour and 
academic criticism to build his labyrinthine debut can all be seen as mimetic of the 
‘intricacies of the World Wide Web’ as many of the reader’s interactions with the page are 
comparable to navigating hyperlinks.  
Labyrinthine depictions of space and time, often appearing in Gothic novels of the 
late eighteenth and early nineteenth century, are now being utilised as a metaphor to 
embody the threat posed by the infinite information loops accessible via the Internet. Pierre 
Lévy (1997), a key thinker in the development and impact of cyberspace on culture and the 
individual, refers to cyberspace as ‘the ultimate labyrinth’ (p255) and dedicates a lengthy 
discussion to the origins of the Labyrinth myth in Minoan culture, an aspect I will draw upon 
later in this section in relation to the Minotaur references in House of Leaves.    
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 The thread of the narrative becomes almost impossible to track at times, as is the 
author’s intention, and is mimetic of the experience of negotiating a complex maze or the 
endless hyperlinks of the Internet. In an interview in 2003 Danielewski revealed: ‘I hope it’s 
intimidating! It would never occur to me to apologize for having written a book that critics 
might feel at least somewhat intimidated by’ (McCaffrey & Gregory, p107). And yet the 
rewards of finding a way through the book are evident in the readings it can conjure. The 
labyrinthine construction of the narrative is approached through a polyphonic configuration 
in which there are three primary layers occurring in different ontological dimensions, or 
storyworlds. The storyworlds have distinct narrative voices supporting or justifying the 
previous layer, forming levels of mediation. These layers can be termed levels of mediation 
because each narrative strand looks to resolve the traumas and anxieties of the layer that 
it supports, as is the case with the majority of the novels this thesis explores including Doug 
Dorst and JJ Abrams’ S. (2013) and Zachary Dodson’s Bats of the Republic (2015). Similar to 
both of these novels, each layer is defined by a traumatic experience and through each of 
these layers, the narrative voice finds a way of mediating and thus attempts to resolve the 
trauma at the heart of each storyworld by giving the reader access to the previous layer. 
Yet, in House of Leaves, the narrative voices are also distinguished through the differing 
fonts used to represent each character, making it easy for the reader to distinguish between 
the layers, despite the complication in the structure and layout of the novel.  
The narrative layers described in the first section of this chapter comprise an elusive 
group of editors identified through the authoritative ‘Bookman’ font, having supposedly 
received the manuscript of ‘House of Leaves’ from Johnny Truant: a young drug addict and 
regular member of the LA party scene. Johnny’s narrative is composed of footnotes printed 
in the ‘courier’ font, offering thoughts and feelings on an academic critique he found in 
the apartment of a dead, blind man called Zampanò, whose manuscript appears in the 
traditional ‘Times’ font. Zampanò’s manuscript, put together by Johnny from the loose 
pages he discovers in the old man’s apartment, offers an academic reading of a fictional 
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documentary titled ‘The Navidson Record.’ The fictionality of ‘The Navidson Record’ is 
heavily disputed through Zampanò’s discussion and somewhat complicated by the 
documentary appearing as a film described in visual terms, despite Zampanò’s blindness. 
‘The Navidson Record’ is a series of documentary films and shorts created by Pulitzer Prize 
winning photojournalist Will Navidson, recording his family’s relocation to a new home in 
Virginia. Despite the fictionality of the Navidson family from the reader’s and Johnny’s 
perspective, the photo described that won the Pulitzer Prize, referred to as ‘Delial’ in House 
of Leaves proves to exist in the actual world. The editors reveal that Navidson’s image is an 
uncanny echo of Kevin Carter’s 1993 winning photograph of a young girl starving to death 
as a vulture swoops down behind her, in footnote 336 (p369) of the book.vi Yet another 
means through which reality interrupts the storyworld, ‘Delial’ is demonstrative of a 
narrative faultline in which the factual interjections within the academic discourse of ‘The 
Navidson Record’ challenge the reader and critic’s role by presenting an extremely thorough 
analysis. Zampanò includes critics and theorists from the actual world such as Freud and 
Nietzsche and contemporary figures like Camille Paglia (p357) and Stephen King (p361) next 
to fictional papers and critics.  
In the next section, I will begin with a close reading of ‘The Navidson Record’ in 
order to exemplify the ways in which physical faultlines develop through the stylistic and 
typographical experimentation in relation to the activation of the Gothic in ‘The Navidson 
Record.’ Crucially, it is the representation of the house on Ash Tree Lane and its debt to 
Edgar Allan Poe’s ‘Usher’ that enables a familiar Gothic sensibility to arise in the first 
instance. That is not to say the reader of House of Leaves must be familiar with Poe’s short 
story, but ‘Usher’ is useful in this context to draw a connection between Poe’s nineteenth 
century Gothic and the techniques employed by Danielewski to draw conclusions about the 
development of the Gothic reader through what I term a Gothic faultline.  
The Navidson home is initially shown to symbolize a place in which the family can 
re-establish relationships and interactions that have somehow been lost over the years. 
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Navidson refers to the new home as ‘a cozy little outpost,’ (p9, my emphasis) which, despite 
the positive adjectives, holds strong connotations of a military camp through his reference 
to the home as ‘the outpost’, a structure designed to fend off surprise attacks foreshadowing 
later events. Navidson demonstrably views his home as a defence against, or safe haven 
from, the external world and yet the use of military lexis clearly points towards a more 
sinister side to its interior sphere, signified by Navidson’s expectation of an intrusion. It is 
worth noting that the reader is aware of the sinister nature of the house from the outset as 
it is referred to in both Johnny’s introduction and chapter one, which act as an overview of 
‘The Navidson Record.’ Nevertheless, I will discuss the development of the ‘The Navidson 
Record’ as linearly as the structure of the book will allow to explore the changes that occur 
to both the family and the home through the course of the book and the reader’s experience 
of navigating the same process through the multimodal structure. 
The intrusion faced by the Navidson family within the confines of their supposedly 
“safe” space materializes very quickly as, after returning home from a wedding in Seattle, 
the family find the house has grown internally in their absence. The sudden imposition of a 
new corridor between the children’s bedroom and the master bedroom initially results in 
‘Navidson acting almost amused while Karen simply draws both hands to her face as if she 
were about to pray. Their children […] just run through it playing, giggling’ (p24). The lack 
of anxiety depicted in the family’s initial reaction to the spatial intrusion presents the space 
in the house and the space in the text as a playful interruption. The extensive use of 
footnotes, passages in German from ‘Heidegger’s Sein und Zeit’ (p25) and Johnny’s personal 
interjections about his own thoughts on the piece, encourage the reader to take an equally 
light-hearted, but active approach to the reading of ‘The Navidson Record.’  
Anxiety mounts through the expanding confines of the impossible space, 
conceptualised by Fred Botting (2015) as horrorspace, and continues to develop and grow 
within the house defying any attempts at measurement because the space exceeds the 
dimensions that should be possible both internally and externally. At first, the internal space 
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exceeds the external space by a negligible amount, but ‘Navidson’s mood darkens’ (p30) as 
his obsession with locating a meaning for the space begins. An avid adventurer at heart, 
Navidson ignores his wife Karen’s pleas to leave the intrusion and focus on his family through 
her ‘privately voiced ultimatums’ (p62). Despite her warnings, Navidson becomes obsessed 
with finding something other than absence within the impossible space which is projected 
on to the reader as the novel’s structure becomes increasingly fragmented. A number of 
Zampanò’s critical footnotes and Johnny’s digressions into his personal life interrupt ‘The 
Navidson Record’ and challenge any kind of stable significance in these moments of 
competing narrative threads. Halfway through the novel, the narrative voices not only 
compete for space on the page, but also disagree amongst themselves, seen in the image of 
footnote 242 below: 
 
With regard to Zampanò’s footnote, Johnny adds his own footnote which declares it to be 
‘wrong’ (p252) and offers a new reference. A footnote is then added to Johnny’s supposed 
correction by the editors who state: ‘Mr Truant also appeared to be in the wrong’ (p252). 
As has been the case throughout my interpretation of the novel, the correct reference is 
not important in this case, but the way in which the narrative voices compete to offer the 
most authentic experience for the reader, whilst inhibiting their ability to process any of 
the narrative layers in isolation. This passage can also be seen as mimetic of the various 
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pathways open to the reader through the Labyrinth, which in this case, appears to be a 
digression, or a dead end, instead of a movement towards finding the exit. 
The veiled significance of the Navidson house and the manifestation of the 
impossible space can be considered through Fred Botting’s (2008) consideration of absence 
depicted in the Gothic and its relation to the uncanny. Botting argues, ‘the uncanny 
discloses […] a locus that gives rise to substitution, symbols, meaning, while refusing fixity 
and stability’(p20). The intrusion of the impossible space into the home disrupts the systems 
of meaning in place by introducing an unstable realm in which meaning and symbolism are 
irrefutably disrupted. The disruption is vocalised by Zampanò when he writes, ‘physics 
depends on a universe infinitely centred on an equal sign’ (p32). This reminder to the reader 
highlights the preternatural nature of the space, activating the Gothic as this statement 
promotes the manifestation of the uncanny via the inexplicability of the spatial growth. It 
is here that horror creeps into the depiction of the home, a horrorspace in which the novel’s 
treatment of spatiality is a ‘fictional artifice […] reiterating a central empty topos as its 
own creation, its own self-defining presence-absence effect.’ (Botting, 2015, p244). It is 
the present-absence that arguably drives the reader to continue working through the 
immense novel, as it marks and then exceeds the limits of representation, both within the 
storyworld and without, through the physicality of the required level of interaction. 
One of the ways in which absence is literally depicted is through the use of blank 
spaces within the manuscript Johnny pieces together from Zampanò’s chaotic pile of notes. 
This is apparent early in the novel, evident in the image overleaf: 
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Rather than attempting to re-write this passage, Johnny leaves gaps or absent words 
denoted by a line, and this occurs in many parts of ‘The Navidson Record’: an uncanny 
translation for the reader in terms of the missing information recorded as presence through 
the use of the line with a blank space. As such, it is left to the reader to decipher what may 
have been intended to fill the gaps, or alternatively to accept the missing information as an 
absent-presence, in the same way that the impossible space occupies the whole narrative 
without ever holding any kind of overarching meaning or form.  
Danielewski’s decision to draw attention to these absences and to make them visible 
can be understood through Marie-Laure Ryan’s (2015b) consideration of imagery as a tool 
for immersion in literature. Ryan uses R.L. Stevenson’s Treasure Island (1883) as an example 
of the importance of the map included in the novel, positing that ‘no verbal description can 
beat a graphic map. […] While the plot [of Treasure Island] could be followed from the text 
alone, the map makes the story much more immersive because it helps the reader 
understand the importance of the configuration of the island for the character’s strategic 
decisions’ (p92). If Ryan’s ideas are applied to House of Leaves, which offers a typographical 
representation of the impossible space through the placement of words to create images 
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and structures, the importance of the reader’s role in constructing a mental map of the 
Navidson house demonstrates the participatory element of the story.  
Building on Ryan’s discussion of the literal map, it is useful to refer to Espen 
Aarseth’s (1997) discussion of the ergodic narrative’s complex reader strategies. Although 
Aarseth is referring to an electronic text by Michael Joyce called Afternoon: A Story (1990), 
his interpretation of the reading experience is applicable in this instance to House of Leaves. 
Aarseth states that ‘there are certainly narrative elements in the text working to achieve 
coherence and meaning, but there is also an opposite force, a destabilizing disfiguration 
that bears down on the reader’s patience and sense of progress. To counter this anti-
hermeneutic circle, the reader has to become a metareader, mapping the network and 
reading the map of her own reading carefully. (p93). To apply this to the horrorspace in 
‘The Navidson Record,’ and House of Leaves as a whole, the multivocal structure and 
typographical experimentation makes reading the novel a challenging and sometimes 
frustrating reading experience. Yet, it is through the reader’s attempts to grasp the spatial 
and temporal implications by personally mapping the novel that activates the ‘metareader’ 
through the narrative and visual clues provided through its multimodal form.   
The labyrinthine space depicted in this visual manner reveals the necessity of a 
stable comparison in visual terms for such an unpredictable and unstable sphere. To push 
this idea a stage further, and in order to manifest the immersivity of cyberspace in a print 
novel, the use of visual cues are necessary to allow the reader a comparable experience of 
user interaction. Ryan (2015b) refers to Aarseth’s (1997) notion of the ‘ergodic novel,’ a 
text designed to be interactive, arguing, ‘if we understand ergodic design as a built-in 
mechanism or feedback loop that enables a textual display to modify itself, […]  users will 
encounter different sequences of signs during different sessions’ (p161). In other words, 
interactivity in the manner described by Ryan, if applied to House of Leaves, highlights the 
reading process as anything but a trivial pursuit with no endpoint beyond the reading itself. 
On the other hand, neither can it be lacking in a logical reason in terms of the reader’s 
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experience of navigating the storyworld. Instead, the ‘different sequences’ allowed by the 
ergodic text present the possibility of a different reading experience for each individual. 
Accordingly, House of Leaves is demonstrably a tool to encourage a collective and 
collaborative approach by the reader, promoting what Henry Jenkins (2006a, 2006b) refers 
to as ‘participatory culture’ and ‘convergence culture.’ Jenkins’ paradigms relate the ways 
readers can contribute to a knowledge exchange as a means of exploring all of the possible 
readings of a book, an element I will discuss in depth in the final section of this chapter.  
Horrorspace in ‘The Navidson Record’ operates only within the house, as it does not 
alter the external façade. Joanne Watkiss (2012) describes the home in the Gothic as having 
the potential ‘to digest […] represent[ing] an immense vulnerability of the borders that 
constitute it. Instead of a secure architectural standing that contains those within; the 
thresholds of the house can be understood as coinciding folds’ (p80).  Still, the activation 
of the Gothic within House of Leaves is reliant on the reader’s efforts to conquer the 
complex novel by interacting with its metafictional style, explicated as a ‘folded’ web of 
information. Thus, Watkiss’ assertion about the challenge Gothic houses pose to binary 
understandings of inside and outside can be understood in House of Leaves through the way 
the narrative promotes a connection with the reader mimetic of the structure of extimacy. 
The Lacanian term extimacy offers a useful metaphor to develop a structural notion of the 
uncanny more specifically in terms of space as a dialogue between text and reader, exposing 
the subject’s relationship with the Gothic as an affectual and physical response to the 
anxieties these texts manifest. The house on Ash Tree Lane brings to the fore the disruption 
of previously stable boundaries between inside and outside, particularly through the need 
to navigate and decode the physical book and the structure of each page. 
Both Navidson and the reader encounter the space, be it the impossible space 
described in the narrative or the space of the page and its experimental layout, as an 
uncanny intrusion. Like Navidson, the reader is prompted to make sense of the seemingly 
incomprehensible scale of information and connections in the book. The connection 
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between Navidson, Zampanò, Johnny and the reader are thus comparable to the extimate 
relationship the reader has with the narrator in ‘Usher,’ in that we are encouraged to share 
the experience of the unsettling effect of the house.  The unwelcome structural addition, 
or as Navidson’s friend Reston refers to it: ‘[a] goddamn spatial rape’ (p55), disrupts the 
familiarity of the family home, evident in the violent language used to try and define the 
impossibility as a ‘spatial rape.’ This violent spatial haunting preoccupies Navidson in 
particular by calling upon his hunter’s instincts to ‘conquer’ the space that threatens his 
sense of home, family, and distinct boundaries, whilst the reader must ‘conquer’ the 
immense novel to find meaning within. It is thus through Navidson’s explorations within the 
impossible space that the reader begins to encounter a more demanding invitation to 
participate within the storyworld.  
Although Navidson is forbidden to enter the space by his wife Karen, he monitors 
‘Exploration #3 [which…] ends up lasting almost twenty hours.’ (original emphasis, p86) 
due to the capacity of the impossible space to constantly change, contract and expand. The 
explorers, Jed, Wax and their expedition leader Holloway reveal their attempt to perceive 
the depth by dropping flares down a stairway, but as Zampanò relates: ‘In fact they are 
easily extinguished by the very thing they are supposed to expose. Only knowledge 
illuminates that bottomless place, disclosing the deep ultimately absent in all the tapes and 
stills’ (p87). Referencing knowledge as the solution to the absence and impossibility of the 
space described, opens another faultline through which the uncanny is directly experienced 
and felt by the reader, in terms of the extimate connection that allows our comprehension 
of inside and outside to be contested. Furthering the reader’s desire to comprehend the 
incomprehensible, Zampanò’s paradoxical revelation that knowledge lies as the absent 
centre of the novel merely reiterates that it is the multiple ways of handling the information 
within the novel, and not the information itself, that offers a meaningful experience of 
immersion akin to surfing the Internet. 
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Navidson’s explorations of and experiences within the hallway are physically 
projected for the reader as I will now examine. Firstly, Mary Holland’s (2013) description of 
the spatial phenomenon within ‘The Navidson Record’ in terms of its meaning at the heart 
of the domestic setting of the home is applicable in terms of the Gothic activation process 
I have outlined. She argues: ‘For it is an anxiety of not-being-at-home, of experiencing the 
home as an uncanny place, that people begin to feel the oddities of their own selves,’ 
(p100). Holland’s analysis determines that the spatial invasion, initially through the addition 
of the corridor, begins a process in which the identities of those inhabiting the space are 
challenged. This includes the reader as the typography ensures the reader’s direct 
involvement in the navigation of the impossible space of the book itself, as was discussed 
previously. Thus, an anxiety permeates the structure of the house, both within the domestic 
family unit depicted, which begins to disintegrate with the intrusion, and the faultline 
experienced by the reader, through the abyss that develops and eventually destroys the 
house. The anxiety rippling through the multi-layered storyworld is physically mirrored by 
the breakdown of the typographical format, examined in relation to footnote 144 which is 
an exhaustive list of all the material items not to be found within the horrorspace, discussed 
next.  
The challenge posed for the reader as Navidson explores the hallway is most 
apparent through the dramatic changes in typography experienced in chapter IX or ‘The 
Minotaur’. All references to the Minotaur have been struck out by Zampanò and are restored 
in places by Johnny, signifying a sense of importance attached to the myth and its 
connection to the labyrinthine book. As I mentioned previously, Pierre Lévy (1997) denotes 
the Labyrinth as a useful metaphor for the comprehension of navigating cyberspace as a 
complicated web of possible pathways. In Chapter IX, the reader is expected to 
circumnavigate through pages and pages of fragmented footnotes, much like the Labyrinth 
of the Minotaur myth.  
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Aarseth (1997) also looks to the Labyrinth as an important concept in replicating 
digital pathways in print form as a means of disrupting the traditional codex style of prose. 
Aarseth uses the example of the footnote to illustrate this point as he posits, ‘the footnote 
is a typical example of this structure that can be seen as both uni - and multicursal. It 
creates a bivium, or choice of expansion, but should we decide to take this path (reading 
the footnote) the footnote itself returns us to the main track immediately afterward’ (p8). 
In Chapter IV of House of Leaves though, footnote 144 appears in a box on each page of the 
chapter, amongst a plethora of other footnotes as a mirror image of the last, and comprising 
of a seemingly endless list of all the material elements the impossible space does not 
contain. Expanded to grotesque proportions, the footnote takes on a Gothic quality of its 
own in the way the reader is left to traverse these immensely complex narrative pathways, 
as seen in the images below. 
 
Footnote 144 ends with a black box: a physical manifestation of how the reader imagines 
the impossible space may appear to Navidson due to his descriptions of the darkness and 
lack of material content. The uncanny materializes here in that the reader is offered a 
direct connection to the character’s ontological comprehension of the space through the 
structure of the typography; the black box is mimetic of the abyss of the impossible space. 
Moreover, the use of typography to mimetically represent the absence within the space and 
its chaotic changes, can be described as an attempt to penetrate through the absence and 
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instability of meaning within language. Irmtraud Huber (2014) describes the process evident 
in House of Leaves through the notion that ‘the absence of the centre deconstructs stable 
signification, but at the same time it is the prerequisite and the trigger for processes of 
meaning-making’ (p84). If, as Huber suggests, it is the way language is displayed on the 
page in House of Leaves and not the language itself that triggers ‘meaning-making’ it follows 
that it is the reader’s interpretation of these unstable language ‘structures’ that form the 
central absence. In other words, the reader exists within the central absence of the novel 
though their subjective interpretations. Yet somewhat paradoxically, it is this process that 
drives the narrative forward. The nature of language as indicative of absence in the book is 
explored in the next section, alongside the visual prompts for the Gothic affect generated 
within the storyworld, as an ongoing process of participation and immersion. 
 
Encounters with ‘Horrorspace’: To the infinite interior and beyond… 
 
Historically, the Gothic narrative has been formed of words that evoke anxiety arousing 
images in the reader’s imagination, but in Danielewski’s novel the unfamiliarity of the 
impossible space as a concept is physically demonstrated through typographical 
representation, as described in the previous section. Alison Gibbons (2010) remarks upon 
the demands faced by the reader and argues, ‘the reader of House of Leaves does not just 
‘read’ the novel. Like Navidson, and aligned with him through subjective and corporeal 
resonance, in this intermedial space s/he seems to actively explore it’ (p306). Building on 
Gibbons’ positioning of the active process the reader undergoes in relation to space, it is 
the Gothic that allows these sites to exist through the physical faultline that becomes 
apparent via the cracks in the narrative and the typographical experimentation. These 
faultlines offer insight into the physical world of ‘The Navidson Record,’ punctuating the 
reader’s ability to comprehend the gap they occupy between the storyworld and the actual 
world. In effect, these cracks reinforce the strong connection between the text and reader 
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that drives their participation within the storyworld, as the end of the last section 
demonstrated.  
Footnote 144 is uncanny through its use of consistent and visual doubling because 
the mirrored reflection of one box continues to the other side of the page. In Freudian 
terms, doubling as a form of repetition is associated with the uncanny desire to repeat an 
experience that is unpleasurable in a bid to locate what lies beyond the pleasure principle: 
it is an attempt to satisfy the insatiable nature of desire. In this case, it is both the 
footnote’s ability to act as a window into the next page, whilst concurrently acting as a 
physical representation of absence, that challenges the preconceived boundaries usually 
imposed by a print book. The reader is offered a glimpse of the ‘other side’ of the page, 
transgressing notions of inside and outside, with the possibility of looking directly ‘through’ 
the chapter. This extimate structure not only challenges the reader’s familiarity with Gothic 
activation but creates unease due to the opaque nature of the “window” - we cannot 
literally see through the page as you would a pane of glass. Thus, the experience of 
claustrophobia evoked by the space, despite its impossible proportions, can be directly 
observed by the reader in this instance and mirrors Navidson’s anxiety through Zampanò’s 
descriptions of his actions within the footage. Alternatively, the opaque nature of the 
window could instead refer to the windows that open on a computer which contain 
programmes, files and internet pages. If the latter is assumed to be the meaning behind the 
window, the claustrophobia of endlessly connected, opaque space can be seen to reflect 
anxieties surrounding the impossibly large and primarily dark and enclosed windows of 
computer programmes.  
The uncanny is again evident due to the destabilization of the reader’s understanding 
of space at the level of the narrative and the conflict between the internal - the narrative 
of House of Leaves and the external - the reader’s experience of negotiating the novel. In 
other words, the absences described in the book are activated through the reading process 
that allows them to obtain a physical quality, in this instance, via the typographical 
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representation of the window that is formed. Another key moment in the novel that signifies 
how the reader experiences extimacy, or the conceptualisation of uncanny space, for 
themselves is during Navidson’s final exploration of the impossible space. This marks the 
point at which the typography becomes most challenging. Throughout this chapter the 
reader must negotiate the passages, staircases, dead-ends and even ladders alongside 
Navidson due to the positioning of the words on the page. On some pages there is only one 
word, meaning the reader can jump from page to page quickly, and on others, such as the 
two pages that form the word ladder, the reader’s pace is confounded by the need to turn 
the book round in order to comprehend the words that form the shape of the ladder and 
further their narrative progression. Most importantly, it is the way the space is described 
through language via Navidson’s narration in coalescence with the physicality of reading 
these passages that the physical faultline reveals itself once more. Using extimacy as an 
analogy to visually represent the structure of Navidson’s encounter in the impossible space 
reveals the physical destabilization the reader’s notion of inside and outside, intimate and 
exterior.    
The approach this chapter takes in relation to the impossible space builds on a 
number of earlier critics’ observations including Will Slocombe (2005) who argues that the 
house on Ash Tree Lane is uninhabitable, both for the Navidson family and the reader. 
Slocombe explains that the space consumes meaning and consists of absence for the 
characters and for the reader, positing that ‘the house attempts to destroy blindly any form 
of presence, with which it comes into contact’ (p103). Literally, according to Slocombe, the 
impossible space is a black hole that attempts to physically devour the house, the family, 
followed by the reader. On a metaphorical level, the space consumes all meaning as 
Slocombe suggests nothing can exist within the chambers and corridors of the impossible 
space and thus the book itself. However, Slocombe also proposes that, ‘it is not that the 
house is empty per se; it is that the house is full – so full, in fact, as to promote 
claustrophobia – of nothing’ (original emphasis, p103). In other words, the book itself is so 
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full, in contrast to the emptiness it describes, that it creates an anxiety for the reader akin 
to claustrophobia due to this paradoxical positioning, as I pointed out, in the analysis of 
footnote 144 above.  
Slocombe’s reading of House of Leaves as a nihilistic space comprised of absent 
presence offers a persuasive interpretation of the house as analogous to the monstrous 
Other often depicted in the Gothic. We can read the house as haunted through the 
imposition of the new corridor that develops into an infinite abyss, threatening Navidson 
and his fellow explorers through the growls they hear within the house and the labyrinthine 
space. The threat imposed by the sounds perceived is, for Holloway, the lead explorer, 
‘impossible to merely accept as a quality of that place […] he seems to transfigure the eerie 
sound into an utterance made by some definitive creature’ (p123). Similar to the hauntings 
that occur in Lunar Park and Bats of the Republic, mentioned in relation to Zampanò’s death 
in the first section of this chapter, House of Leaves challenges the reading of the monster 
as both a supernatural and a mortal threat.  
Penetrating through all layers of the book, the monster is only ever described 
through the sounds it makes and the mark it leaves: it is never encountered as a physical 
being. More significantly though, the reader is presented with the opportunity to experience 
the anxiety the monster represents for the characters, particularly through the following 
passage from Johnny’s narrative: 
To get a better idea try this: focus on these words, and whatever you do don’t let 
your eyes wander past the perimeter of the page. Now imagine just beyond your 
peripheral vision, maybe behind you, maybe to the side of you, maybe even in front 
of you, but right where you can’t see it, something is quietly closing in on you […] 
Now take a deep breath. Go ahead take an even deeper one. Only this time as you 
start to exhale try to imagine how fast it will happen, how hard it’s gonna hit you, 
how many times it will stab your jugular with its teeth or are they nails? (p26/7) 
The reader is presented with an exercise which is designed to provoke anxiety and thus 
Gothic affect. The personal pronoun ‘you’ is employed to entice the reader into directly 
participating in Johnny’s experience of the nameless dread that stalks him. Using temporal 
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markers such as the adverb ‘now’ creates an immediacy or urgency to the reader’s 
participation. Extimacy is useful here in conceptualising this form of immersivity with this 
passage and the storyworld because in this case, the passage is designed to impact on the 
reader’s experience of emotional intensity, not through a suspension of disbelief which 
promotes an empathetic response to the characters’ predicaments, but through a dialogic 
engagement with Johnny. The anxiety stimulated gives the reader direct access to the 
moment of Johnny’s discomfort, enabling a connection to be shared within the sphere of 
the reader’s own reality and this connects the interior of the book with the reader’s exterior 
world.  
The physicality of the reader’s experience is made possible through Johnny’s 
instructions and is indicative of the active and participatory involvement of reading the 
multimodal Gothic that this thesis has explored thus far. I propose that the physical reading 
experience of the narrative, driven by the Gothic faultlines identified, act as a direct 
challenge to Slocombe’s reading of the house as a threatening, monstrous Other. The 
missing elements of the impossible space and the search for meaning that it evokes are the 
very elements that allow the reader to construct the impossible space in reality. If this is 
the case, then the space is not only a hostile abyss but a means to establish and create 
physical space and connection between the storyworld and the reader, conceptualised as 
structurally extimate. Thus, the process of reading the Gothic is offered a new direction in 
terms of the ability to activate a form of connection not limited to the experience of the 
uncanny. 
In addition to the invitation posed by the impossible space to the reader on a 
narrative level, there is evidence to suggest that the house and its spatial accumulation is 
also a benign force that offers itself as a space for the inhabitants to connect and 
collaborate. On this theme, Zampanò’s remark about the possibility for both collaborative 
and individual experiences within the space can be used to discuss the reader’s habitation 
of the space of the novel. In Chapter IX, Zampanò states, ‘While some portions of the house, 
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like the Great Hall for instance, seem to offer a communal experience, many inter-
communicating passageways encountered by individual members, even with only a glance, 
will never be re-encountered by anyone else’ (p118). Due to the epic and labyrinthine scale 
of House of Leaves it is very possible, as I described earlier, that no two reading paths will 
be the same due to the seemingly infinite ways of approaching the extensive data loops 
within the novel. As Zampanò makes clear, there are central themes and events that occur 
within the narrative that promote a collective and collaborative response, as the next 
section will explore. Nevertheless, reading the intricacies of every page makes it hugely 
difficult to analyze each and every moment of proposed significance. Thus, as the explorers 
navigate some portions of the space together, they must also conquer the smaller, narrower 
pathways alone.  
So far, I have used the term Gothic faultline to discuss the ways in which House of 
Leaves utilises typographical and stylistic play to activate the Gothic tropes creating a 
physical connection between the reader and the storyworld. Moreover, I have stated that 
due to the original approach Danielewski uses to construct the narrative layers, the reader’s 
understanding of the print book is destabilised, evoking the uncanny as a direct result. At 
this point it is worth reiterating that I do not use the term uncanny to signify a negative or 
menacing element through the use of the Gothic. Instead, the faultline that manifests 
through the impossible space, between the text and reader, offers the opportunity for a 
participatory reading process in which the Gothic can be activated to challenge the reader’s 
familiarity with the print novel: an extimate process. Thus, I propose that the house in ‘The 
Navidson Record’ can be read not only as monstrous, but also as a benevolent figure offering 
the inhabitants of the home, including the reader, a chance to renegotiate the spatial 
boundaries of the storyworld and actual world. Thus, the print text by way of digital 
platforms, enable and encourage collaborative knowledge exchanges. 
N. Katherine Hayles (2002) offers insight, not only into the role of the impossible 
space and the house of ‘The Navidson Record,’ but the spatial construction of the entire 
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novel. Hayles proposes ‘like the house on Ash Tree Lane, House of Leaves has a nothingness 
at its core, so intense that it becomes an especially violent kind of presence, engaging in 
interplays that violate our assumption that the outside encompasses the inside and the 
container surrounds the contained’ (p791). Hayles employs the language of the Gothic in an 
attempt to describe the complexity faced by the reader, particularly the desire to read and 
understand the whole book. The core, she argues, is an absent signifier that operates within 
each layer of House of Leaves, offering clues and codes that never lead to conclusive 
answers about how the novel ties together.  
The assumption that the ‘outside encompasses the inside and the container 
surrounds the contained’ is a useful image to employ for my next point. Whilst Hayles argues 
that there is merely absence at the core of the text, I argue that instead it is a character 
that exists on the periphery of the novel whom is only found directly in the outer margins 
of the book through the appendices: Johnny Truant’s mother, Pelafina Heather Lièvre.vii 
Pelafina is ostensibly positioned as the container, or the outside, that connects the core of 
the story with the subsequent narrative layers and positions the reader’s experience within 
the narrative. Additionally, Danielewski’s publication of The Whalestoe Letters (2000) 
shortly after House of Leaves attaches an extra layer of significance to Pelafina as the only 
character with an external publication extending the storyworld through its epistolary 
format, which includes the letters that are not found in the appendix of House of Leaves. 
As a result, the core of the novel is formed of a haunting presence in the absent form of 
Pelafina manifested through the labyrinthine narrative and the uncanny house, and driven 
by the participatory efforts of the reader. 
Crucial though is the implication this has on the expectation placed on the reader in 
terms of the external material that must be explored before Pelafina’s absence becomes a 
dominant presence. From this perspective, the reader’s role can be somewhat clarified 
through Mark Hansen’s (2004) article that discusses the relationship between the reader and 
the absent core of the novel. Hansen concludes, 
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The reader undego[es] an embodied transformation, which in this most curious of 
mediations, manages to stand in for the referential absence at the core of the novel 
and thereby to confer reality on the physically, materially – and perhaps even 
logically – impossible fictional world projected. (p635).  
Although Hansen does not posit Pelafina as the absent core, he does suggest that the reader 
fulfils this role, as I argued earlier, through their construction of the book as an enigma to 
be deciphered. Thus, I argue that not only does the reader embody Pelafina as the central 
absence, by working through her traumas backwards - solving the codes and clues embedded 
in her story – but Pelafina is in fact the primary faultline that resides at the heart of House 
of Leaves; her influence becomes the reward for the determined and thorough reader. 
 Pelafina’s importance as the foundation for the entire novel is briefly discussed by 
Nick Lord (2014) whereby he locates Pelafina’s letters in the appendix as penetrating all 
the layers of House of Leaves. Lord argues that  
Johnny’s story becomes a way for Pelafina to imagine her son’s journey towards 
forgiveness of his mother. Moreover, the lacuna in her signifying chain […] is 
repeated throughout the novel at each narrative level, resulting in a motif of voids 
around which the characters’ various labyrinths of signification are constructed. 
These voids are, beginning with the deepest level, the space at the heart of the 
Navidson’s home, the film for which Johnny searches, and Johnny himself, for whom 
Pelafina pines. (p474) 
The absence at the core of each narrative layer is identified as a chain of losses by Lord, 
beginning with Pelafina’s loss of Johnny. Through the course of the novel and the 
supplementary letters found in the appendix and The Whalestoe Letters, the reader learns 
that Pelafina is committed to a psychiatric hospital after trying to strangle her son, only 
halted by the appearance of his father, another absent presence within Johnny and 
Pelafina’s stories. Johnny’s missing part, proposed by Lord, is his search for ‘The Navidson 
Record’ as a factual artefact, which perhaps glosses over some of the subtleties of his 
narrative layer. Instead, I suggest that Johnny’s loss revolves around his grasp on reality and 
his own identity - a process mirrored for the reader through his chaotic footnotes which 
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consist of insightful commentaries on ‘The Navidson Record,’ but also rambling and surreal 
descriptions of his past and present experiences.  
In terms of the reader’s participation, Pelafina’s loss arguably shapes all the other 
voids within the novel and can only be realised through a certain pathway of choices 
available to the reader. A network of possible Ariadne threads, the layers and loops of data, 
which in some places are seemingly endless, such as in Chapter IX, manifest an exhaustive 
list of reading pathways. It is thus the reader’s responsibility to use their experience of 
navigating a digital text to remain on a pathway that will unravel a comprehensible journey 
through to the end of the novel. Zampanò’s advice in Chapter IX about mazes seems relevant 
when he warns: ‘In order to escape then, we have to remember we cannot ponder all paths 
but must decode only those necessary to get out’ (p115). In other words, the reader is 
directly warned that if we stop to consider each side note, we are at risk of becoming 
tangled in a loop of data that may prove meaningless in the grand scheme of the narrative. 
As such, the risk of encountering a data loop can be described as a labyrinth of the reader’s 
own making, although not infinite in the case of House of Leaves, the wealth of information 
included in the novel can easily distract readers from the primary plot at the detriment of 
the storyworld’s stable development. Although unlike Wikipedia where a user can click 
through hyperlinks endlessly, there will come a point where supplementary information will 
bring the reader to a dead end, forcing them to turn back to the plot driving the activation 
of the reader within the storyworld once more. 
 
“What I know will untie the world”: Embodying Absence and the Lure of the Digital 
“Not enough room for it all and yet there is room. Rooms upon rooms upon hundreds of 
rooms full of indistinguishable remains” 
Mark Z. Danielewski (2000) 
 
House of Leaves encourages a participatory response from the reader, but the collaborative 
potential is integral to the comprehension of the storyworld, as is the case in the later 
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novels this thesis explores. Joanne Watkiss (2012) describes Danielewski’s novel as ‘a 
labyrinthine web of associations […and] repeatedly defers the reader and the protagonist 
beyond the space of the text’ (p9). This is intentional on Danielewski’s part due to the 
coinciding release of external materials published including The Whalestoe Letters (2000) 
and Anne Danielewski, aka Poe’s, full-length album Haunted (2000).viii Nevertheless, the 
complexity of the codes and the untranslated words and phrases encourage the reader to 
go beyond the published resources and to consult digital platforms for more accurate 
solutions. As I demonstrate in the subsequent chapters, the Internet and social media 
especially, offer a space for readers to engage with and extend the storyworld enabling 
readers to solve some of the codes through a collaborative reading enterprise. House of 
Leaves has been widely discussed on forums and social media, with supplementary 
information available to be mined through the external publications, of which I will primarily 
focus on The Whalestoe Letters which currently lacks critical attention. 
 The Whalestoe Letters begins with a foreword introducing the reader to Pelafina 
from the perspective of an ‘information specialist’ (pxi) at the hospital in which she is 
sectioned. Walden D Wyrhta, author of the prologue, reminisces about his time at the 
institute using both his own, and his wife Waheeda’s, memories of the place. The first 
notable ‘code’ here has been illuminated by Jessica Pressman (2006) who posits that the 
initials of the Wyrhtas equates to WWW, the internationally recognised acronym for the 
World Wide Web. Pressman suggests that this observation, along with Walden’s admission 
that he is an information specialist ‘situates the letters within a culture of digital 
information and its organisation’ (p116). Immediately the reader expects to make 
connections between the letters and the novel it stems from in order to locate the coded 
meanings. The collection of letters provided by the information specialist, whom, as 
Pressman reminds us, merely collates data and leaves it to the reader to process the 
significance of the material, is a process mimetic of a user’s interactions with the interfaces 
of the World Wide Web. 
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 Through Walden’s foreword, there are many subtle links to various layers of House 
of Leaves including the mention of ‘Pelican Bay’ (pxi), which could refer to ‘The Pelican 
Poems’ found in the appendix of the main novel; Walden’s suggestion that Pelafina ‘looked 
absolutely blind’ (pxii) links with Zampanò’s blindness, he even recalls Pelafina discussing 
some literary references that appear throughout the storyworlds within House of Leaves, 
including, ‘Copernicus and Lear […] the legacy of Atreus’ (pxiv). As is demonstrated through 
both the language within Pelafina’s letters and through Walden’s descriptions of her as 
highly educated and well-read, the prose of Zampanò, Johnny and even the editors match 
Pelafina’s distinctly surreal yet articulate expression through prose. These connections, if 
processed by the reader, can be understood as forms of hyperlinks between the novel and 
its companion piece. It is important to remember that although this is a separate 
publication, The Whalestoe Letters is primarily made up of letters already printed within 
the appendices of House of Leaves.  
There are twelve new letters and a foreword, but the rest is recycled material, which 
begs the question: what is the purpose of this re-release? Arguably, the short book 
demonstrates the collaborative potential of the multimodal and transmedia text. 
Considering Henry Jenkins’ (2006b) discussion of the benefits of what he labels ‘shareware’ 
(p267) and although his point relates to fanfiction in this case, it is still significant in relation 
to Danielewski’s intention with the release of Pelafina’s letters as a separate book. Jenkins 
posits, ‘The power of participation comes not from destroying commercial culture but from 
writing over it, modding it, amending it, expanding it, adding greater diversity of 
perspective, and then recirculating it, feeding it back into the mainstream media’ (p268). 
The participation Jenkins’ refers to here can be used to illuminate the importance of the 
material published alongside the novel as a product to encourage participation.  
If encountered in isolation without a knowledge of House of Leaves, The Whalestoe 
Letters would seem unfathomable to readers with no reference point to work from. Even 
the continued reliance on the Gothic mode as a framework to anchor the reader amidst the 
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unfamiliar storyworld of Pelafina’s letters lacks the level of familiarity required to orientate 
the reader. Thus, the reader is expected to have, at the very least, an awareness of its 
connection to the main novel and a desire to decode the consequence of Pelafina’s 
character, who is banished to the margins of the appendix, despite her central importance 
in light of her own publication. On a practical level, the reader’s interaction with Pelafina’s 
letters are made far more accessible through the slim volume; the main novel includes them 
at the back of the thousand page tome. The book allows readers a more accessible object 
to carry out the participatory reading process described by Jenkins. Stemming from a drive 
to discover Pelafina’s significance, readers have taken to many internet forums and social 
media sites to discuss the consequence of Pelafina’s role and the codes within her letters.ix 
Her letters encourage an approach that touches upon many of the engagements Jenkins 
describes including ‘modding,’ ‘amending,’ ‘expanding,’ and most importantly, the 
development of multiple perspectives and interpretations from a vast readership. Notably, 
Pelafina’s letters are comparable to the un-chapters from The Raw Shark Texts discussed in 
the Introduction. The external material operates to bring into dispute the authorship and 
authenticity of the “original” novel.  
The storyworld must become the subject of a collaborative knowledge exchange, as 
was the case with The Raw Shark Texts, for readers to share their ideas and theories. Yet, 
as Bronwen Thomas notes, ‘the invocation of collective problem solving does not necessarily 
ensure harmony or agreement between users, with competing and often contradictory 
formulations of events and their meanings being offered’ (Bray & Gibbons, 2011, p93). 
Thomas notes the competitive nature inherent in the collaborative and often conflictual 
forum spaces set up for House of Leaves as a sphere of one-upmanship and even trolling. In 
some cases, Thomas observes, users of the forum even attempt to ‘match’ (p96) Danielewski 
‘by displaying their own prowess and knowledge’ (p96). Accordingly, an examination of 
these forums in light of the coded elements of both House of Leaves and The Whalestoe 
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Letters provides insight into the active and sometimes fraught environment in which 
collaborative reading enterprises operate, mimetic of any offline public sphere. 
To comprehend the effect of approaching storyworlds as an opportunity for co-
creation, I turn to the transmedia element of this form of storytelling. Jenkins (2006b) 
describes the mode as  
A new aesthetic that has emerged in response to media convergence – one that 
places new demands on consumers and depends on the active participation of 
knowledge communities. Transmedia storytelling is the art of world making […] 
collaborating to ensure that everyone who invests time and effort will come away 
with a richer entertainment experience.’ (p21).  
It should be noted that the time and effort required by this form of narrative is a choice on 
the reader’s part, who may become as involved in the ‘world making’ as they choose, but 
it is the digital platforms that support this process by acting as a gateway for world creation.  
In Jenkins’ terms, the multimodal and transmedia novel is an immersive and 
encompassing ‘entertainment experience.’ This experience is notably different to the 
immersion offered through other forms of media entertainment such as films, television 
series and to an extent, some video games. The kinaesthetic and creative elements of this 
reading process add an extra layer to the entertainment experience, traceable through fans’ 
online discussions of the ‘work’ they have carried out to decode the novel. One fan on the 
MZD Forum, Jessie (2001), uses The Whalestoe Letters to propose a compelling and 
persuasive theory that compares Sylvia Plath and her works with Pelafina. Jessie connects 
Pelafina’s representation to Plath’s poem ‘Lady Lazarus’ (1962), her novel The Bell Jar 
(1963), and especially the posthumous short story collection Johnny Panic and the Bible of 
Dreams (1977) with Pelafina’s narrative thread. Whether or not Danielewski was inspired by 
Plath, readers have collaborated within this thread to add their own ideas about the 
elements of Plath’s work they believe inspired the construction of Pelafina, demonstrating 
the social and collaborative potential embodied by The Whalestoe Letters. Connections 
between the author and the character noted by the forum users include the theme of 
suicide, her battle with mental illness, and her time spent working in a psychiatric hospital 
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– a prominent feature in her short story collection - and her descriptions of colour in The 
Bell Jar.  
In forum-based discussions, such as the Plath and Pelafina comparison, the 
collaborative potential of the digital knowledge exchange is explicit, but there is another 
layer to consider here. As mentioned earlier, forums are not purely sites of harmony and 
utopian social exchange, instead there are debates, conflicts and even more serious disputes 
such as trolling occurring on a regular basis. As in any community, knowledge exchange 
exacerbates a certain level of competitiveness and thus the authenticity of the digital 
platform as a sphere for social connection is subject to a certain level of one-upmanship. 
Jenkins (2006b) notes, ‘what holds a collective intelligence together is not the possession 
of knowledge, which is relatively static, but the social process of acquiring knowledge, 
which is dynamic and participatory, continually testing and reaffirming the groups’ social 
ties’ (p54). Where there is active and enthusiastic knowledge exchange though, there is also 
inactivity and dwindling participation, particularly after the initial popularity of a novel 
begins to wane. It seems the social connections formed within these communities must be 
perceived as transitory, for example the forum for The Raw Shark Texts is currently no 
longer accessible and many of the forum discussions on MZD Forums have been archived or 
the comment feature has been disabled.  
The potential and significance of the collaborative reading endeavour cannot be 
ignored, in spite of its temporary operation, as my discussions of reader participation in 
Chapter Three and Four demonstrate: readers are becoming more aware of their 
responsibility to actively engage with these sites of knowledge exchange as collaborators in 
the process of storyworld expansion. The ‘entertainment experience’ of the group, as 
Jenkins argues, is reliant on the active and interactive efforts of the readers as a process of 
feedback and knowledge exchange. Thus, to refer back to my discussion of the rebirth of 
the reader in the Introduction and to put the role of social connection into context, Foucault 
(1977) who historically argued:  
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Perhaps the time has come to study not only the excessive value and formal 
transformations of discourse, but its mode of existence: the modifications and 
variations, within any culture, of modes of circulation, valorisation, attribution, and 
appropriation. Partially at the expense of themes and concepts that an author places 
in his work, the ‘author-function’ could also reveal the manner in which discourse is 
articulated on the basis of social relationships. (p137). 
Foucault positions the ‘basis of social relationships’ as an integral consequence of discourse, 
which, in the digital age, has become integrally focused on interconnectedness in its 
multiple forms, more so than ever before. As I previously discussed, authorship is, in some 
cases, being supplanted by ownership in the manner employed by film-makers and especially 
video game developers who operate as a collective “author.” Thus, to bring this discussion 
back to its beginnings it is important to consider how the Gothic form is utilised and 
expanded upon by Danielewski in The Whalestoe Letters to present a discourse that requires 
activation by its reader to enable participants to become part of the collective and creative 
hive of authorship. 
 Gothic influences operating within Danielewski’s novel, as I have already argued, 
have a considerable impact on the construction of the storyworld, in particular the works 
of Edgar Allan Poe. Yet, Rune Graulund (2006) highlights another important Gothic writer 
as a primary influence, particularly relevant to Pelafina and her letters. Charlotte Perkins 
Gilman and her novella The Yellow Wallpaper (1892) engages a similar level of ambiguity 
surrounding the protagonist’s experience of haunting as either a manifestation of the 
supernatural or, due to her mental illness. Gilman’s protagonist is confined to a bedroom 
at the top of an old house by her husband, a doctor, who has prescribed the rest cure for 
what he deems to be his wife’s frayed nerves. The isolation of the rest cure and the boredom 
it induces causes the protagonist to see a woman trapped in the yellow wallpaper of the 
room. In the final moments of the short story both the woman behind the wallpaper and the 
narrator are able to escape the prisonlike room whilst her husband faints at her feet. Used 
by Danielewski in his construction of Pelafina, as well as many of the characters in his novel, 
Perkins’ technique of ambiguity concerning the protagonist’s state of mind can also be seen 
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to operate through Poe’s narrators who challenge the reader’s experience of the 
supernatural by obfuscating their uncertainty. The manifestation of the uncanny, apparent 
in Gilman and Danielewski’s stories through the uncertainty of the nature of the events, 
occurs as much through the narrators’ activation of the Gothic as it does the readers.  
In The Whalestoe Letters the reader is situated in a continued state of distance and 
obscurity from Pelafina’s subject position, despite the intimate and private nature of her 
letters. Many of these epistolary inserts are difficult for the reader to navigate, in some 
cases literally due to the experimental typography, and in others, through the use of 
multiple languages and even codes. Whilst these techniques distance the reader from 
Pelafina in terms of building an empathetic connection, the reader is instead encouraged 
to participate within the storyworld to decode and translate the letters to locate their 
hidden content. For example, the image of the letter from February 28, 1988, depicted 
overleaf, contains various languages, multiple font styles and sizes, and is formatted in a 
palindrome structure with mirrored phrases seen below. 
 
Instead of the formal layout of a letter that dominates the early part of the book, gradually 
Pelafina’s letters become more and more experimental in form and surreal in content. It 
Figure VII: 
Letter Feb 
23,1988 The 
Whalestoe 
Letters p56 
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becomes necessary for the reader to shift the position of the page to make some of the 
sections legible, as in House of Leaves, but even so it is difficult to make sense of the 
fragmented words and phrases. Discussions surrounding the letters online revolve around 
making connections between the fragments in Pelafina’s letters and the narrative of House 
of Leaves. In this case, the multiple definitions of the words ‘haunted’, ‘focus’ and ‘hogar’ 
are reminiscent of Zampanò’s musings on the meanings to be found within the impossible 
space of ‘The Navidson Record’. Thus, potentially indicating Zampanò’s similar approach to 
writing if we consider Pelafina to be the author of the storyworld. 
More explicit codes are directly presented to the reader, such as in the letter dated 
April 27, 1987, which directs Johnny to ‘use the first letter of each word to build subsequent 
words and phrases’ (p45). If the reader takes Pelafina’s advice, it is possible to decode the 
letter, which upon first glance appears to be nonsensical ramblings. Applying the code 
reveals a distressing story of mistreatment and even rape at the hands of the staff at The 
Whalestoe Institute. Revelations such as this and, in another coded section, ‘My dear 
Zampanò who did you lose?’ (p40) provide readers with an altered perspective of the 
storyworlds within House of Leaves. Pelafina’s reference to Zampanò operates as a 
particularly uncanny moment which seems to posit Pelafina as creator and author of House 
of Leaves. As we are aware, ‘The Navidson Record’ does not exist beyond Zampanò’s 
manuscript. Moreover, Zampanò only exists within Johnny’s shaping of his voice through his 
painstaking reconstruction of the old man’s academic commentary. Finally, Pelafina’s 
letters forward the notion that Johnny only exists within her mind; a figment of her 
imagination, Johnny is absent or truant from the world beyond which means the other layers 
are also Pelafina’s construction.  
 The perspective shift for the reader is dependent on when they choose to read 
Pelafina’s letters, if at all. The reader is pointed towards Appendix II-E, which contains the 
letters, in a brief footnote from the editors, not appearing until page 72. This small aside is 
easy to miss and resultantly the order in which the reader encounters the letters is difficult 
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to estimate. Nevertheless, once the letters have been explored, the reader’s comprehension 
of the structure of the storyworld will change considerably. N. Katherine Hayles and Nick 
Montford argue that if Pelafina’s letters are left until the rest of the narrative has been 
consumed, ‘Pelafina’s letters echo the proceeding narrative rather than position itself as 
the source of the echoes’ (Bray and Gibbons, 2012, p461). Positioning Pelafina’s letters as 
a form of echo to the main narrative seems somewhat reductive when we take into 
consideration Danielewski’s decision to publish them in an isolated text. House of Leaves’ 
status as a ‘networked novel’ (Pressman, 2006, p117) demonstrates the necessity of reading 
around and beyond the primary storyworld contained within House of Leaves, which is thus 
not a complete narrative on its own. Without a knowledge of House of Leaves, the external 
content becomes meaningless and yet the absence of meaning at the core of House of Leaves 
symbolised by the structure of the house, discussed extensively by critics over the years, 
remains unavoidably present.  
 If the central void of House of Leaves can be imbued with meaning, it is through the 
external materials that encourage collaborative reading enterprises, as a route to social 
connections. Readers that go beyond the text are rewarded with new insights into the 
storyworld if they fulfil the obligation to participate both within the storyworld and through 
the digital platforms that host the discussions. And so, instead of an ‘echo’ as a metaphor 
for The Whalestoe Letters or a ‘void’ as symbolic of the absence at the heart of the novel, 
it is instead the reader, through an occupation of Pelafina’s subject position, whom is able 
to materialize in the gap left by the author through which meaning can be constructed. 
Thus, House of Leaves is demonstrably a social and collaborative endeavour reliant on an 
inherently digitised and connected mode of reading.   
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Chapter Two 
Bret Easton Ellis’ Lunar Park (2005) 
 
 
“These cold and unknown suburbs”: Cyber-spatial Routes to the “Real” Bret Easton Ellis 
 
Bret Easton Ellis’ Lunar Park (2005) is a ‘pseudo-autobiography’ (Lyons, 2014) which 
amalgamates factual and fictional material based on Ellis’ personal life and his infamous 
celebrity persona. The novel’s protagonist is Bret Easton Ellis, whom I shall refer to 
throughout this chapter as Bret to distinguish between the character and his real-world 
counterpart of the same name, Ellis the author. Siobhan Lyons (2014) uses the term ‘pseudo-
autobiography’ to describe the novel, a form she defines to be ‘directly undermin[ing]’ 
(p678) the conventions of the traditional autobiography in favour of ‘illuminat[ing] the 
difficulties in writing truth and representing the self. […] The pseudo-autobiography proves 
to be more useful […] as it can be used to undermine their [the celebrity’s] mediated 
identity and replace it with their own hyperreal creation’ (p678). Creating a double of 
himself, Ellis draws on many elements of the storyworlds across his oeuvre alongside his 
experiences in the actual world to challenge the ‘erroneous notion of truth, and instead 
fabricates […his] identity in order to establish that there is no truthful, accessible persona 
to obtain in reading […his] work’ (Lyons, p681). This instability of fact and fiction in an 
autobiographical work is a process theorised by Phillip Lejeune in his seminal work On 
Autobiography (1987). Lejeune coins the term ‘autobiographical pact’ to define the 
contract formed between between an author and reader in a work of autobiography. The 
pact promises a level of trust and authenticity to be shared by the author to the reader. 
The work should present detailed insight into their life as it occurred, without fictional 
elaborations.  
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Ellis’ novel is clearly a fictional storyworld with elements of truth weaved throughout 
and is thus a form of autofiction. Autofiction, according to Bran Nicol (2018), can be defined 
as having ‘the capacity to exceed generic boundaries in being neither autobiography nor 
novel, to recount episodes drawn from real life in innovative, experimental language […] 
and for reader and author to trade in the shared pleasure of determining meaning’ (p256). 
The collaborative potential of autofiction is evident in Nicol’s description and yet Lunar 
Park destabilizes this opportunity by incorporating supplementary digital resources that lend 
extra credibility to the narrative events as fact. A process of remythologising his celebrity 
persona occurs through these digital elements which include a website that was released 
alongside the publication of the novel. On the website, it was possible to compare “facts” 
and “statistics” between Bret the protagonist and Ellis the author.x 
Although the promotional website is no longer accessible, Jennifer Phillips (2009) 
and Jeff Karnicky (2010) both refer to the webpage in their readings of Lunar Park, 
describing an image of Ellis on the home page with a lightning bolt split down the middle of 
his portrait. Many of the statistics displayed between Ellis and Bret are the same, but a few 
differ slightly, including weight and education. Karnicky (2010) argues that: ‘the website 
demands that the reader take responsibility for his or her own approach to Lunar Park by 
offering two competing versions of the novel’s relation to the truth’ (p119). The depiction 
of the photograph visibly split in two is evidence of a faultline and can be applied here in 
terms of my concept, the Gothic faultline, because the user’s awareness of the character 
Bret’s ‘relation to truth’ is exposed by Ellis through the novel using the Gothic mode. If the 
statistics are true to Ellis the author, then the authenticity of the hauntings that Bret 
experiences gain more credibility whether the reader chooses to align their understanding 
of the storyworld with a supernatural explanation, or a mental state induced by the 
narrator’s drug and alcohol abuse.  
It is the reader’s ability to verify the claims made in the novel by actively 
investigating the online resources, constructed to extend the storyworld of the novel, that 
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enables an attempt to negotiate the boundary between truth and fiction. Having said that, 
it is important to clarify that the online material is supplementary and is not vital in 
comprehending the plot of Lunar Park, but allows an extension of the storyworld for the 
reader to explore and participate beyond the pages of the novel. As such, Ellis’ disregard 
for the autobiographical pact is, on the surface, a move away from the trust and authenticity 
signified by the autobiography. It is significant then to consider why the provocation of 
fiction being threaded into the reader’s world via cyberspace can be used as a form of 
authentication, even with the reader’s awareness of the fictionality of some elements of 
the story such as Bret’s wife Jayne. If it is the case, as Nicol (2018) posits in his reading of 
Lunar Park, that the novel ‘has autobiographical value, and amidst the irony of the rest of 
the story, reads as sincere’ (p268), then there is more at stake than just an exploration of 
‘truth.’ Nicol’s article moves to its conclusion by suggesting that novels such as Lunar Park 
have ‘a sense of authenticity, of sincerity, an impression that what they are writing about 
really matters to themselves [the authors] more than anyone else’ (p271). Therefore, it is 
not the details but the method and manner through which the reader is given access to this 
form of sincerity that allows the connection Nicol describes to occur. In terms of sincerity 
and the connection encouraged, it is possible to evaluate the ways in which the Gothic is 
activated alongside the autobiographical pact to encourage some readers to pursue the 
storyworld beyond the book and to engage collectively in Ellis’ form of sincerity. The affect 
inherent in a sincere connection can be thought of in terms of the shared experience of the 
uncanny that the unstable storyworld constructs, particularly through the representation of 
Bret’s anxiety surrounding the hauntings, especially those centering on his father as I will 
now move on to examine. 
 Lunar Park explores the troubled familial relationships Bret has with his father, his 
wife and children, and his own status as author through the process of creating storyworlds. 
Supernatural occurrences blight Bret’s attempts to form relationships with his family and 
the struggle to overcome his addictions to drugs and alcohol. At the core of these hauntings 
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is Robert Martin Ellis, his dead father, whom he believes is causing the strange events, after 
his recent death leaves Bret with debts from his estate and the expectation that his ashes 
will be spread according to his wishes off the coast of ‘Cabo san Lucas’ (p21). Instead, Bret 
ignores his father’s last request and stores the ashes at ‘the Sherman Oaks branch’ (p101) 
of Bank of America ‘next to a dilapidated McDonalds’ (p21). It is the emails from the Bank 
of America that act as a digital intrusion into the storyworld leading Bret, and the reader, 
to believe that his father is the spectral correspondent of these blank emails that Bret 
receives nightly at the time his father died: ‘2:40 am’ (p101). As I will explore in the third 
section of this chapter, Ellis uses digital technologies as the primary source of haunting in 
the storyworld and juxtaposes the intrusion of the digital into the home with his son’s 
reliance and subsequent disappearance through cyberspace, a ghostly and empty realm akin 
to the Lunar Park of the title.  
The Gothic tropes I examine across all the novels this thesis examines, in particular 
the haunted house and the double, are employed by Ellis in the Halloween party scene to 
present the supernatural as a non-threatening and celebratory experience. Through the 
party scene, a parody of the Gothic tropes Ellis will come to rely on when building the Gothic 
affect stimulated by the later events, is built opening a Gothic faultline reliant on the 
reader’s familiarity with the Western, child-friendly holiday. Initially, the haunted house is 
introduced through the descriptions of the decorations both outside and inside the house 
for the party Bret hosts in which: ‘ghosts made from white crepe paper were floating in the 
trees and intricately carved jack-o’-lanterns, burning brightly […] there was nothing too 
frightening going down at 307 Elsinore Lane – just something playful and innocent to amuse 
the guests’ (p50/1). Drawing upon these classic signifiers of the Gothic, Ellis introduces the 
‘playful’ and ‘innocent’ nature of the holiday to allow the reader to locate Gothic signifiers 
as indicative of what Catherine Spooner (2017) calls the ‘whimsical macabre’ (p107). 
Spooner’s identification of Halloween traditions in America as being ‘overstated’ (p107) are 
harnessed by Ellis to further challenge the reader’s navigation of storyworld and actual 
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world, fact and fiction. This is maintained throughout the party chapter through the 
inclusion of real-world celebrity writer Jay McInerney - a member of the so-called ‘brat 
pack’ - a group of writers that gained celebrity status in the 1980s through their novels 
which depict debauchery, drug taking and violence. Yet it is through Jay’s introduction that 
the ‘whimsical macabre’ becomes more sinister. 
 In a fit of ‘coke-induced paranoia’ (p67), Bret returns to the party with Jay, moving 
into the main room, Bret describes: ‘reenter[ing] the labyrinth […] the rooms seemed even 
more crowded’ (p68). The labyrinth is utilised here to change the tone of the chapter, 
moving from the parodic and light-hearted Halloween party, to the anxiety inducing 
claustrophobia of a maze. As is the case in all of the other texts this thesis examines, the 
labyrinth is the start of the sinister supernatural occurrences that serve to destabilise the 
storyworld. Continuing to refer to the decorations in place for the party, the narrator’s 
descriptions of his own physical deterioration in response to the perceived danger within 
the house is instigated as he climbs the stairs ‘shiver[ing] uncontrollably’ (p72) and notices 
‘the moon and lunar light fanning over the field’ (p73). A reference to the title of the novel, 
Ellis uses the moon to indicate towards the supernatural, as in this instance, but also in 
terms of the digital through his son’s screensaver of a moonscape. Danny Southward (2015) 
elaborates upon Ellis’ use of the moon as indicative of  
the traditional symbol of the sublime […it] becomes a depthless image, a symbol 
only of itself, turning into a background feature that does not instil any terror or call 
to mind that sublime reaction. Instead it is presented as empty of all emotional 
charge serving only as a useful source of light, much like the screensaver facsimile 
that shines perpetually from Robby’s computer screen. (p38) 
Although the moon is initially aligned with the sublime in this moment of anxiety for Bret, 
once the image is associated with the digital sphere, it becomes an empty signifier, as 
Southward suggests, similar to the impossible space in House of Leaves. Described in detail 
in the third section of this chapter, it seems that the digital claims sublime signifiers of 
nature and space, transforming them into empty and meaningless sites of absence for the 
reader to decode. The title of the novel, the glowing screensaver found in Robby’s room 
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and the subsequent disappearance of a number of teenage boys from the area, including 
Robby, serve to indicate towards the empty core of contemporary culture in line with Fred 
Botting’s (2002) claims about the emptying of affect and the desensitisation of the Gothic 
in the postmodern present. In contrast to House of Leaves, S., and Bats of the Republic, 
Ellis’ novel can be seen to operate in accordance with the view that the contemporary 
reader is no longer affected by the Gothic. And yet the pseudo-autobiography is reliant on 
reader participation in the same way as the other novels I examine, despite the lack of 
multimodal elements within the pages of the book. 
The ways in which the digital sphere intrudes on the storyworld is significant though 
because although Lunar Park is not multimodal, it has transmedia elements, or in other 
words, external material is available online as an optional expansion of the storyworld for 
reader participation, such as the 2brets website mentioned in the opening. The Gothic, 
although used as both a form of parody and a way to challenge reader’s comprehension of 
the boundaries between storyworld and actual world, is nonetheless the primary source of 
activation for the physical reading experience: an engagement with and beyond the book in 
response to the content. Boundaries then, are a primary concern in the storyworld, both 
through the geographical locations shown to impact the characters and through the presence 
of the digital as a haunting presence within and external to the storyworld.  Beginning with 
the representation of geographical space, at the outset of Lunar Park, Bret is situated in 
L.A., living a somewhat transitory lifestyle amongst hotel rooms and ‘a $20,000-a-month 
cottage on the beach’ (p19). Bret’s hedonistic bachelor lifestyle, funded by the ‘huge 
advance[s]’ (p19) paid by publishers for his novels, indicates a lack of boundaries for Bret, 
through the dwellings he temporarily occupies as a series of spatial locations instead of 
homely spaces. The transitory representation of spatial boundary is reflected into the real 
world due to the reader’s familiarity with Ellis’ lifestyle as reported by the media, which in 
turn, authenticates the narration of Bret’s experiences: Ellis’ infamy in the 1980s and 1990s 
in particular can be verified by readers on any number of celebrity news websites. 
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Spatial boundaries in the storyworld are destabilised in the first instance through the 
description of L.A, described as ‘a place where the cops could be bought off […] It was a 
world that was quickly becoming a place with no boundaries’ (p14). The boundless living 
that defines Bret’s unaccountability is afforded by his celebrity status and the celebrity 
sphere, which is described in terms of its transparency: ‘I was on display. Everything I did 
was written about’ (p13). Every aspect of Bret’s life is in the public domain: his image, his 
lifestyle; an issue the novel deals with as a whole through the reader’s uncertainty about 
the factual and fictional content. Illustrating this transparency also draws the reader’s 
attention to the constructed nature of his celebrity persona, reiterated through the 
statistics found on the website released alongside the novel.  
Bret’s public identity offers a performance for him to hide behind, whilst the liminal 
and ostensibly boundless spaces he inhabits presents the reader with an unstable storyworld 
as we are never sure the extent to which the narration is reliable. The lack of boundaries 
imposed upon Bret due to his celebrity status, allows a repetitive cycle of drug dependency 
and ‘wrong choice[s]’ (p37) shown to impact on his sense of identity as his performance of 
‘celebrity’ becomes tiresome and overwhelming. Ellis’ status as writer is centrally important 
to an understanding of the novel because the reader is expected to apply their own 
awareness of Ellis’ notorious past in relation to the fictional revelations, such as the wife 
and son Bret has in the novel. Disrupting the storyworld and real-world dichotomy even 
further, the uncanny intrusion of Bret’s father’s death, a fact often spoken about by Ellis in 
public interviews, facilitates the change in the tone of the novel through the manifestation 
of the supernatural. The revelation of Robert Martin Ellis’ death is complicated through the 
book’s dedication to Ellis’ father, the primary spectre that haunts the core of the 
storyworld. Spanning both spheres, the characters in the novel and the reader too, are 
haunted through the uncertainty surrounding the level of truth within the account. 
In the first chapter, Bret relates the death of his father and his subsequent relocation 
to the suburbs to live with his ex-partner - Jayne Dennis - a famous actress compared to the 
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likes of Julia Roberts, his biological son Robby, his step-daughter Sarah and their golden 
retriever Victor.xi Bret’s family is a fictional construct for the purposes of the novel but a 
fan site was created for Jayne Dennis which confirms all the details of her married life with 
Bret as it occurs in the novel. The website includes hyperlinks to the Wikipedia pages that 
exist for Bret Easton Ellis and Keanu Reeves, both of whom she is said to be romantically 
involved with and thus offers the reader physical evidence of the events described in the 
storyworld as being verifiable. The navigation bar for the website has links to a bibliography, 
a gallery and a filmography but these hyperlinks do not work and it is unclear if they did 
upon the novel’s release. Images of Jayne Dennis on the website are distorted and it is not 
possible to see a complete picture of her face due to black lines obscuring her profile, as 
seen below: 
 
The distorted quality of the image has an uncanny effect due to the reader’s inability to 
confirm her true identity and appearance as a celebrity in the real world whilst at the same 
time we are aware she is a fictional construct. Information on sites such as Wikipedia are 
thought of as factual, for the most part, and yet this is challenged directly by the functioning 
fan site built to obscure the limits of truth and fiction.  
 The nature of Wikipedia as a collaborative knowledge exchange cannot be 
overlooked here as it seems the nature of the site as a nexus of truth is challenged by the 
fictional fan site. Henry Jenkins (2006b) states that collective knowledge exchange sites 
such as Wikipedia are reliant upon ‘a moral economy of information: that is, a sense of 
mutual obligations and shared expectations about what constitutes good citizenship within 
a knowledge community’ (p266). Through the websites that accompany the novel, which 
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uses links to Wikipedia meaning they operate upon the notion that readers and users are 
familiar with the ‘moral economy’ of such information, and instead illustrates the dangers 
in trusting the nature of “facts” presented on the Internet. Building on these “factual” 
hyperlinks, another appears on the homepage directing users to an FBI report, which along 
with Jayne’s biography on the fan site, informs readers of Bret’s ‘incarceration’ (Jayne-
Dennis, 2005) following the events of Lunar Park, with references to a ‘withheld autopsy 
report’ (Jayne-Dennis, 2005). Further complicating the reader’s construction of the 
storyworld built from Bret’s narration of the events, the FBI report appears to be an official 
document through the stamps, signatures, censored information and format of the 
document. This conceit is also used in S. (2013) through the inclusion of inserts explored in 
Chapter Three, of which many appear to be authoritative and official documents with the 
relevant markings and format. Building on my previous argument, if read in light of the 
novel’s attempt to outline the constructed nature of reality through digital platforms, such 
as the similarities between Bret and Ellis, the official documents present the ease at which 
“authentic” information can be artificially constructed. 
Similar to novels such as House of Leaves (2000) and The Raw Shark Texts (2008), 
the online information that extends Lunar Park’s storyworld is not made explicit within the 
pages of the book, and thus this additional material is only accessible to readers who 
participate within the storyworld as an extension of Bret Easton Ellis’ life. The reader’s 
immersion into the storyworld via the digital platforms impact on their reception of the 
Gothic within the novel. If the external documents are to be believed, they offer an extra 
layer of authenticity to confirm the events described by Bret in the storyworld, increasing 
the uncanny effect in relation to the level of participation readers engage in.  
Boundaries between Ellis and Bret’s identities are further distorted through the 
paratextual and intertextual references included in the opening pages of the novel. The 
Hamlet (1603) quotation that appears as paratext indicates both the supernatural elements 
to be found in the storyworld and also the way the reader will be challenged in terms of 
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what is and is not “real.” The line comes from Act One Scene Five of Shakespeare’s play 
and reads: 
From the table of my memory 
I’ll wipe away all the trivial fond records, 
All saws of books all forms, all pressures past 
That youth and observation copied there. (Line 98) 
Hamlet’s soliloquy, quoted by Ellis, follows the sighting of his father’s ghost which reveals 
to him that his uncle murdered his father to become the King of Denmark. Hamlet vows 
revenge and declares his mind empty except for the knowledge of his uncle that will be 
required to kill him. Lunar Park’s plot follows a similar trajectory in terms of a father’s 
disruptive influence upon the son, through Martin and Bret, but also Bret and Robby, his son 
with Jayne Dennis. Thus, the reference to Hamlet through this quote, but also a range of 
other intertextual links to the play such as Bret’s house on ‘Elsinore Lane’ as well as the 
‘Fortinbras Mall’ and the ‘Orsic Motel,’ create an expectation on the reader’s part, as their 
approach to the narrative will differ depending on whether they are familiar with the 
intertextual references. Those familiar with the plot of Hamlet will be conscious of the 
implications of the haunting appearance of Bret’s father, whilst also expectant of his 
downfall following his interaction with the supernatural. 
Bret’s experience of his father’s intrusion into his home and mind in relation to 
Hamlet is considered by Joanne Watkiss (2012) who observes, ‘The ability of the ghost to 
overthrow the mind of the son suggests the autonomy of the spectral, as power is aligned 
not with tradition but rather its ruin’ (p86). Watkiss’ point relates to both Hamlet and Lunar 
Park in that the ghost of the father disrupts the autonomy of the son by removing their 
agency through the spectral manifestation. The power structures challenged in these 
instances of patriarchal spectrality can be seen as mimetic of the relationship between text 
and reader in the contemporary Gothic. The reader of the multimodal Gothic can be seen 
as a haunting presence within the storyworld, an autonomous force that destabilizes the 
stability of the storyworld due to the potential for modification, multiple interpretations 
  94 
and the distortion of boundaries between storyworld and actual world, inside and outside. 
Evident through the doubling of Ellis and Bret, the actual world and storyworld are in 
constant conflict due to the demands put upon the reader to distinguish between truth and 
fiction. This process also acts in reverse when the reader becomes aware of their presence 
within the storyworld through the Gothic faultline.  
Consciousness of this moment of boundary transgression between inside and outside 
can be seen as a way in which ‘the spectral […is] a matter of recognising what is disorderly 
within an apparently straightforward temporal framework’ (Watkiss, 2012, p88) and it is 
this moment of consciousness that the boundary between inside and outside is made visible 
to the reader: the Gothic faultline is a structural indicator of disorder in the storyworld. 
Disorder, though, can become a tool for the reader in harnessing autonomy, as described in 
relation to the physical reading processes required to navigate House of Leaves in the 
previous chapter. Although Lunar Park relies primarily on narrative faultlines to activate 
the reader, it is arguably the haunting nature of digital technology and the cultural climate, 
not the spectral threat of Bret’s father, that maintains reader activation through her ability 
to contextualise the horrors explored in the book.  
Ellis initially depicts suburbia as a safe space to retreat from the demands of the 
celebrity sphere that Jayne and Bret are haunted by. In contrast, the city is depicted as a 
site of terror and danger: ‘Jayne had moved out of Los Angeles and into the anonymous 
suburbia of the Northeast […] safely distant from what she saw as the increasing horror of 
urban life. The attack on the World Trade Centre and the Pentagon was the initial 
motivation’ (p40). At this early stage in the novel, haunted space is made evident through 
the language used to describe the precarity of the historical moment in America: ‘horror’ 
and ‘attack’ depict the collective fear generated by the terrorist attack which happened 
only a few years before Ellis’ novel was published in 2005. Remarking upon the fears and 
anxieties that emerged from the attack on the Twin Towers, Georgiana Banita states: ‘9/11 
[…] manufactured a pervasive fear of the exterior “other”’ (Peeren & Pilar-Blanco, 2010, 
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p96). Banita highlights the dislocated anxiety that pervades the American mind-set after 
9/11, as Ellis emphasises in the quote above; the legacy of the attack inspired a vague fear 
of the city for Jayne due to the threat of the ‘other’ – the terrorist – that could be lurking 
in any of the uncanny and anonymous spaces of the city.  
Ellis imbues his narrative with the shadow of terrorism through the reference to 9/11 
as a collective experience of horror, before presenting a more intimate depiction of terror 
through the hauntings that occur within the house. The house on Elsinore Lane is described 
as a ‘McMansion’ (p78), a space which leaves Bret feeling like ‘the ghost’ (p79) marked 
through the shift from the first to the third person narrative voice in order to convey the 
alienation experienced by Bret in the house before the hauntings occur. Bret’s 
representation of himself as a ghost has been commented upon by a number of critics who 
draw upon his role as both writer and protagonist. Marjorie Worthington (2014) argues: ‘Bret 
wants to have it both ways, to maintain a liminal position between reality and fiction, 
between the omniscience of an author and the innocence of a bystander’ (p78). Bret is able 
to occupy the position between memory and fantasy as a ‘ghost,’ a position also inhabited 
by the reader at this point through the jarring change in narrative voice as a faultline in the 
storyworld. 
Building upon the supplementary material used to extend the storyworld, the next 
section will demonstrate the various applications of the Gothic that result in the Gothic 
faultlines imperative to activating the reader. Examining the intrusions of the supernatural 
into the storyworld, Ellis uses familiar tropes including the double and the haunted house 
to explore the changing relationship between reader, author and text in the digital age. As 
such, the Gothic can be seen as a useful mode for indicating the powers of creation held by 
the writer at the cost of the control afforded to the reader once the storyworld is 
collectively approached through mass consumption. 
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“I am your father”: Creation Anxiety and the Impossible Storyworld 
 
In an interview on the promotional website for Lunar Park, Ellis says of his intentions when 
creating the novel that he wrote it: ‘to pay homage to a genre that meant a lot to me 
growing up (Stephen King was an idol of mine) […] I enjoyed playing with the traditional 
trappings of the genre’ (Lunar-park, 2005). It is revealing that Ellis chooses the verb ‘play’ 
to describe his utilisation of Gothic tropes within his metafictional memoir, as a conscious 
and measured process of activation in place for the reader. Recalling his fondness for King 
and other horror authors from the 1980s, Ellis’ ‘homage’ to the twentieth century Gothic 
has a profound effect on his narrative, depicting the struggles faced by the author in the 
twenty-first century context of writing, which I will subsequently explain. Lunar Park does 
not have the visual and stylistic elements present in the other novels this thesis examines 
and yet it is an important text within the framework of my argument due, in part, to Ellis’ 
conscious experimentation with the Gothic within his “memoir”, but also through the way 
the storyworld and the actual world come into conflict, especially via the transmedia 
elements discussed in the first section of this chapter. 
 The Gothic framework in place within the novel, built primarily through the 
depiction of the haunted house and the spectral incursion of Bret’s father into his life and 
home, contains many recognisable forms. In places, parodies of earlier Gothic works are 
explicitly present, intertextual elements from the Gothic canon and Ellis’ oeuvre, and 
echoes of popular culture, which I will discuss next. Lunar Park utilises the reader’s 
familiarity with these forms in order to confront the developing and changing relationship 
between author, text and reader in light of the technological developments of the last two 
decades. Digital technologies actively haunt the space of the novel from within through the 
emails and videos Bret ostensibly receives from his dead father, the film ‘1941’ (p72) that 
Bret is bombarded by in an uncanny loop of déjà vu, and the attack orchestrated by his 
daughter’s ‘terby,’ an uncanny replica of the Furby - a hugely popular children’s toy in the 
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1990’s – to destabilise the boundary between fact and fiction. On a more sinister level in 
the storyworld though, it is also an acronym, as the increasingly paranoid Bret realises, for 
‘y Bret?’ (p389).  
The introduction of the terby into the home initiates the first uncanny occurrence 
to manifest for Bret. Sarah, his step-daughter, enters the Halloween party and warns, 
‘“Daddy, Terby’s mad”’ (p62) referring to the toy. In comic Gothic fashion the terby is 
described by Bret to be ‘grotesque – black and crimson feathers, bulging eyes, a sharp yellow 
beak’ (p62) a seeming overreaction on Bret’s part. This description causes the uncanny to 
materialise for the reader, as although the terby is supposed to be a harmless child’s toy, 
the references to ‘grotesque’, ‘bulging’ and ‘sharp’ transform the innocent and familiar 
image of a Furby, into a monstrous bird reminiscent of horror films such as The Birds (1963) 
or even Gremlins (1984). Parodic references such as these serve to activate the reader, 
although in a different manner from the nineteenth century Gothic. Catherine Spooner 
(2017) discusses the use of parody in contemporary Gothic texts, illustrating its 
effectiveness for ‘chang[ing] the contract between reader and text and enables a different 
kind of response […] It can therefore be seen as instrumental in the formation of the happy 
Gothic: it dissociates Gothic tropes and conventions from the affectivity of horror and 
converts them instead to laughter’ (p124). Spooner’s reference to parody as enabling a 
‘change to the contract between reader and text’ is evidence of the activation process the 
storyworld requires and yet Lunar Park is not a happy Gothic novel in Spooner’s sense of the 
term. Parody is employed by Ellis in his novel to activate the reader as a participant within 
and beyond the storyworld due to the juxtaposition of the familiar with the unfamiliar, such 
as the terby/furby connection and Bret’s relation to the real-world writer Ellis. These 
moments of activation operate as faultlines within the narrative, most explicitly through 
the way ‘the writer’ haunts Bret and the central loci of the haunted house.  
The home Bret and his family occupy is described as unsettling in its size and luxury. 
The excessive size as an unsettling feature is comparable to the impossible space in House 
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of Leaves, which begins as an amusing intrusion and subsequently becomes a form of ‘spatial 
rape’ (Danielewski, 2000, p55). The ‘McMansion’ (p78) on Elsinore Lane is described in 
intricate detail by Bret, itemising the architectural style as ‘French chateau […] Palm 
Springs modernism’ (p78) down to the interior ‘flow […in which] empty spaces merged 
seamlessly into one another’ (p79). As is often the case in Ellis’ novels, the intricate 
descriptions of the aesthetic components of the house are provided, down to the designer 
labels. Accordingly, the affluence and felicitous nature of the house, at least at surface 
level, act as signifiers for Bret’s discomfort. The sense of discomfort is activated through 
the way the house is shown to undermine Bret’s sense of identity as he describes: ‘its 
extravagance touched something in me, defined in some way who I was now, what I had 
become even as it was evolving into a symbol of my precariousness in this world’ (p49). 
Before the hauntings begin, the home has an uncanny effect on Bret’s comprehension of his 
identity within the home and family, exacerbated through the disturbing memories of his 
father. His identity issues are elucidated further through the description of his father’s 
influence on his sense of self, Bret reveals: ‘My father created me, criticized me, destroyed 
me’ (p9). The role of the father here is directly aligned with the role of a writer, as the 
spectral incursion of Martin Ellis is added to by the ghostly interruptions of what Bret refers 
to as ‘the writer’ (p304). The writer’s voice, whom we can assume is Ellis in some form, is 
visually decipherable due to the use of parenthesis and italics when he interrupts Bret’s 
narration. The divided self demonstrates the distance between Ellis the writer and Bret the 
protagonist on one hand, whilst also emphasising the subject position of the reader within 
the narrative.  
The reader can be seen to occupy the position of ‘the writer’ due to the information 
revealed to Bret through these intrusions, which those familiar with Ellis’ work and also with 
the story thus far would themselves already have realised. After a particularly violent 
altercation with the terby who has subsequently hidden within the house, Bret consults the 
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writer, who is shown to resemble the position of the reader, for advice about confronting 
the toy: 
I asked the writer how do you entice something that’s not alive out of its hiding 
place? 
This silenced the writer momentarily. The silence eventually worried me. 
The writer was reactivated when I moved to Sarah’s window and gazed down at the 
hedge and the mutilated cat. 
The writer suggested we go to Robby’s room. (p306) 
The writer’s ‘reactivation’ can be seen as mimetic of the reader’s process of activation 
effected by the use of the Gothic in the storyworld. Whilst the reader is positioned in the 
role of the writer, Bret locates his own subject position as ‘the ghost’ (p79) in the house. 
Failing to locate a role within the family unit, Bret’s remark is ironic due to his description 
of his post-party attire through which he resembles a ‘hungover ghost wrapped in the Frette 
sheet hover[ing] around the kitchen’ (p79). In this chapter, the narrative voices gradually 
shifts from the first to the third person in order to exemplify his detachment from his role 
as husband and father, and the uncanny effect of the home on his sense of self. Marjorie 
Worthington (2014) uses Bret’s description of himself as a ghost to draw upon his role as 
both writer and protagonist and argues, ‘Bret wants to have it both ways, to maintain a 
liminal position between reality and fiction, between the omniscience of an author and the 
innocence of a bystander’ (p78). Occupying the position between memory and fantasy as a 
‘ghost’ allows Bret to avoid his memories of the past and to relegate them to fiction. This 
liminal space is also mirrored and occupied by the reader of the contemporary Gothic, as 
both participants within and observers of the storyworld depicted. The unstable boundary 
between storyworld and actual world is consistently challenged due to the metafictional 
elements such as the writer’s remarks, that serve to isolate Bret the character from Ellis 
the writer. 
Similar to the rest of the novels this thesis examines, Lunar Park can be described 
as a ‘found manuscript’ of sorts through its claim to authenticity as a metafictional memoir. 
On this point, Danny Southward (2015) posits that Ellis ‘twists the found manuscript trope 
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by creating a manuscript found within itself, by the writer of that same manuscript’ (p35). 
Furthering the complexity of the narrative structure already in place, the inclusion of Ellis’ 
previous works and the characters that operate in his storyworlds, such as American Psycho 
1991) and Less Than Zero (1985), appear in Lunar Park as monstrous apparitions. The reader 
is faced with a feedback loop similar to that found in the other novels explored in this thesis: 
the loop or knot is another way in which a Gothic faultline becomes evident as I will now 
demonstrate through a discussion of duality within the latter part of the novel. Initially, 
Bret reports sightings of some of his fictional characters invading his own world, including 
‘the Patrick Bateman guy’ (p72) which provokes a ‘moment of pure visceral despair’ (p72) 
for Bret. In this case, a party guest is dressed as one of Bret Easton Ellis’ most violent and 
sadistic characters, and this occasions despair for Bret as his appearance acts as a catalyst 
to hauntings that follow.  
Ellis reveals at the beginning of the novel that he ‘had planned to base Patrick 
Bateman on my father, someone – something – took over’ (p18). The haunting capacity that 
Bret’s fictional characters have over his own sense of self causes Bret to try and supress the 
realities and fictions of his past, but in the process the repressed returns, similar to those 
depicted in Walpole and Hawthorne’s Gothic texts. In this case, the return of the repressed 
occurs through a physical manifestation of Bret’s fictions, suggesting that ‘something’ 
beyond his conscious awareness is the driving force, on one level, behind his storyworld 
creations and on another, the hauntings he experiences. Bret describes an interior other, 
the writer, who operates externally through the interruptions to the narration, and is 
haunted by his fictional creations, despite being a fictional creation himself. Marjorie 
Worthington (2014) considers the implications of Bret’s divided self, positing, ‘his status as 
spectre affords him more control over his work than a dead author would have but also 
allows him to eschew responsibility for the violent after-effects his novels produce once 
they are unleashed on the public. This situation recalls ideas about the postmodern subject, 
split from itself and existing in the very convincing unreality of the simulacrum’ (p72). In 
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his spectral role, Bret can take on the position of the ‘dead author’ without truly removing 
himself from the equation. 
The complicated structure of Bret’s identity can be explicated through the structure 
of extimacy due to the internal threat Bret experiences through the manifestation of his 
characters, but also through the external voice of the writer that forces Bret to act in order 
to further the plot. This extimate process is replicated through the role readers must take 
on, through the activation of the Gothic across the storyworld and the actual world, all 
within the confines of the narrative. Naomi Mandel (2010) describes Bret’s dual role in 
relation to the hauntings, stating: ‘First, in the sense that he – and not the house – is 
haunted; second, because the haunting emanates from him: he is the creator of Patrick 
Bateman, Terby […] and the other fictions that plague him and his family’ (p142). Taking 
Mandel’s argument a stage further, if Bret is the source of the hauntings as creator, the 
reader is also part of the spectralisation due to the activation required by the Gothic through 
the recognition of the ways the storyworld and actual world are in conflict. The “fictions” 
that plague Bret are the elements of the actual world familiar to the reader and Ellis the 
writer, in an unfamiliar setting. The Gothic exploration of the imposition of digital 
technology into the sphere of the writer and the reader, offers insight into the changing 
relationship between the two in terms of creation and control. 
The haunting nature of digital space is another manner in which Gothic affect is 
stimulated by the novel. Although there are a number of websites that extend the 
storyworld, as described in the opening, the novel lacks the collaborative reading element 
of the other novels in this thesis. However, it is an important text because it shares many 
of the same Gothic conceits in order to activate the reader, ensuring physical participation 
within the storyworld. Gothic affect is generated through the depiction of technology as a 
spectral threat emanating from within Bret’s home on Elsinore Lane and illustrates the 
faultline between the father and son, but also text and reader, through the expectation of 
technological literacy for communicative purposes including reading and writing.   
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“It’s called disruptive technology”: Spectral Incursions in the Haunted ‘McMansion’ 
“The sky was always black in space and there was no sound on the moon and it was 
another world where you would always be lost” 
Bret Easton Ellis (2005) 
 
During a dinner party with friends, Bret and his guests discuss their anxieties surrounding 
their children’s reliance on digital technology. A discussion between the men occurs as 
follows: 
“It’s a whole different world,” Huntington murmured. “They’ve developed an 
entirely new set of skills that sets us way apart.” 
“They know how to handle visual information.” Gardner shrugged […] 
“They’re fragment junkies.” 
“But they’re more technologically advanced than us.” Mitchell said […] “It’s called 
disruptive technology.” (p203) 
It is the younger generation in the novel that are depicted as managing and actively shaping 
their own experiences through digital platforms in a way that fills their parental generation 
with anxiety. Bret’s unease with the nature of cyberspace is evident throughout, both in 
terms of its effect on his perceived celebrity identity, but also on his ability to be both a 
father and a son. The ‘disruptive’ potential of cyberspace is indicated when the narrator 
discusses how he gained his infamous persona, stating: ‘because of the Internet, word raced 
through cyberspace of my “bedraggled” and “unintentionally humorous” signings’ (p34). 
This moment illustrates the way both Bret and Ellis’ identities have been shaped through 
the rapid exchange of information on the Internet, removing privacy and the ability to 
control the perceptions of others who are free to enter into a knowledge exchange in which 
Ellis and Bret’s identities are open to interpretation. 
 From the beginning, the readers and consumers of both Ellis’ fiction and his real-
world exploits are positioned in the role of ‘creator,’ encompassing the creative and 
destructive potential denoted by the responsibility. Espen Aarseth (1997) explores the 
distinction between reader and author, arguing, ‘digital technology enables readers to 
become authors, or at least blurs the (supposedly political) distinction between the two and 
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that the reader is allowed to create his or her own “story” by “interacting” with “the 
computer”’ (p14). In Lunar Park, Ellis begins by displaying the impact of reader’s interaction 
with information available through digital mediums that shape the public perception of his 
identity. Across the rest of the novel, as the boundaries between storyworld and actual 
world are challenged, the potential of digital platforms to enact personal destruction are 
explored through the role of the author, for Bret and the reader. 
 The hauntings that occur through cyberspace and digital technology operate through 
the Internet, the computer, the television and then even through his own fictional 
constructs. Much of the horror depicted, according to James Annesley, is related to ‘the 
spiralling nightmare […]in which the fictional Ellis finds his steps plagued by a growing 
collapse of the distinctions between his personal life and the imagined world of his novels 
[…] a self in crisis’ (Mandel, 2010, p148). As I argued in the previous section, the collapse 
of the distinctions between storyworld and actual world, writer and reader, depict the 
changing anxieties surrounding the role of the creator in contemporary fiction. Further 
challenged by the collaborative knowledge exchanges that operate online as explored in the 
introduction, Lunar Park serves as a warning to our reliance on digital media as a form of 
truth.  
Subtle at first, the spectral intrusions begin with blank emails from the Bank of 
America starting on ‘October 3 at 2:40 am’ (p101), the moment Bret’s father died. Digital 
hauntings also occur through the constant screening of the film 1941, a movie Bret 
remembers watching with his father, and the reanimation of the terby doll, a mechanical 
toy that terrorizes Bret in a similar manner to classic horror films such as Child’s Play (1988). 
Nevertheless, I will focus on the emails due to the significance of the scene in which Bret 
realises a video attachment has been sent depicting his father’s last moments. With the 
realisation that the emails do have content, Bret documents the following: 
I pressed Download. 
A window appeared and asked, “Do you wish to download this file?” 
(Wish – what a strange verb choice, I thought idly.) 
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I pressed Yes. (p261) 
‘Wish’ has connotations of desire and hope, a ‘strange’ and uncanny interaction with the 
computer and one in which readers will be very familiar. The short, monosyllabic sentences 
elongate the time spent on reading this section, mirroring the process of reading and clicks 
Bret undergoes through the email interface. Similar to House of Leaves in which the 
typography quickens and slows the reading pace in line with the actions occurring in the 
novel, although the typography is linear, the same effect occurs for the reader.  
 The opening frames of the video ‘focused on a house. It was night and fog had rolled 
in’ (p262), reminiscent of the opening scenes of many horror films, the use of pathetic 
fallacy leaves the reader in no doubt that the video will force Bret into a confrontation with 
the supernatural. Describing his response to the images, Bret reveals they seemed ‘both 
familiar and anonymous’ (p262), the moment at which the uncanny begins to manifest as 
Bret begins to recognise features of the scene as he realises ‘with sick amazement, that this 
was the house my father had moved in to’ (p262). The reader, in this part of the novel, is 
not only aligned with Bret’s affective response to the video, but more significantly, behind 
the lens of the camera, which offers a point of view shot of Robert Ellis’ final movements. 
The video is described in terms of the camera movements which allow readers to occupy 
the position of the voyeur, which Bret responds to with instant terror, ‘when I realised my 
father had no idea this video was being shot’ (p263). The capability of video technology to 
capture the last moments of an unsuspecting subject stokes anxieties surrounding the 
surveillance culture of the twenty-first century, whilst also confronting the unspoken and 
unseen reality of death. 
 The camera follows Robert Ellis around his house as Bret helplessly watches, begging 
‘Please let someone save him’ (p266). At this junction, it becomes evident that the haunting 
presence within the house is not his father’s spectre, but an absence enabled through Bret’s 
divided self. In the final moments of the video, Bret recognises that he is about to confront 
the reality of death by watching his father die. He reveals, ‘this was either going to be an 
ending […] or something would get healed’ (p32) suggesting that if he witnesses the death 
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of his father, he will establish him as mortal instead of a ‘ghost’ to embrace his personal 
autonomy beyond his role as writer and the responsibilities this entails in terms of their 
impact beyond. However, the video ‘collapsed into darkness’ (p268) and ends just before 
he dies, removing the moment of confrontation that might enable Bret, and thus the reader, 
to reinstate the boundaries between fact and fiction, passive consumption and creative 
autonomy. The missing moments of the video are therefore another aspect of Bret’s lack of 
understanding surrounding his father; he remains the absent signifier of the symbolic, as his 
mortality is still inexpressible. The repressed past remains a spectral presence as Pelafina 
does in House of Leaves offering a site of absence for the reader to fill. 
The theme of loss unites the novels in this thesis as all feature the loss or 
disappearance of a person or object significant to the protagonist within a site of absence. 
Catherine Spooner (2006) discusses the connection between the depiction of space and the 
theme of disappearance in the Gothic, stating, ‘spaces without identity, spaces that are not 
places respond to what in the over-populated Western world is one of the most disturbing 
(if all too common) occurrences: disappearance. The disappeared confound the logic of 
narrative, as they defeat closure’ (p49). In House of Leaves, the impossible space becomes 
a site of absence in which people, possessions and even meaning are consumed, relating to 
Pelafina’s loss of Johnny and vice versa, Zampanò’s loss of sight and life, and Navidson’s 
loss of his brother and his home. In Lunar Park, it is not so much Bret’s loss of a stable 
identity that is at stake, as much as the disappearance of his son into the realm of 
cyberspace, an event I will explore next due to the spatial and temporal implications of the 
digital realm as a site of absence. Loss haunts the contemporary moment, explored through 
the Gothic, as a site of pure absence. The Gothic is no longer a vehicle for the return of the 
repressed, but of what can and will be lost in the course of our lives.  
Ostensibly Ellis contextualises cultural horror and collective trauma through the 9/11 
attack discussed in the opening to this chapter, and this idea of collective horror is 
developed further in relation to the missing children depicted in the suburbs of L.A. Lost 
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connections between sons and their families are featured through a number of teenage boys 
in Robby’s peer group that have disappeared without a trace. They are labelled ‘the lost 
boys’ (p232) by the media and the local community as their ‘lost’ status is clarified to be 
their own choice: an act of rebellion against the stifling confines of their privileged 
upbringing, from which they helped each other escape. Nadine Allen, a neighbour of the 
family with a son of the same age, reveals to Bret the secret of the ‘lost boys’ as she tells 
him, ‘They’re going to Neverland’ (p227). In this case, Neverland can be regarded as a space 
for the boys to locate a sense of collective belonging, previously impossible to find within 
their family due to an inability to connect beyond the interface of their computers.  
Nadine goes on to confess that she used her son’s computer to contact the lost boys, 
but her son complains that she is ‘invading his privacy’ (p231). The lost generation of sons 
cease to exist as they leave of their own accord and it is apparent that it is not the precarity 
of the cultural climate in America that is to blame for their disappearance (paedophiles, 
murderers, brain-washing jihadis), but a threat that is much closer to home: the failure to 
connect and communicate beyond the digital sphere. The Gothic is utilised here to harness 
contemporary anxieties surrounding the unpoliced realm of the Internet, and another way 
in which Ellis navigates the potential threats to the individual and the collective, 
represented by digital platforms. Building on this, Ellis’ choice to label the missing children 
‘lost boys’ in pursuit of ‘Neverland’ is interesting due to the connotations the term harbours. 
Deriving from J.M. Barrie’s creation, Peter Pan (1904), Neverland is the place Peter and his 
group of lost boys live; an island where they will never grow up and accept the realities and 
responsibilities of adulthood. If Neverland can be seen to represent the navigable pathways 
of cyberspace, a location that is most accessible to the technologically literate generation 
of youths, it seems to offer an escape into ‘the empty glow of the computer screen’ (p43), 
a place cut off from Bret and his peers as seen in the discussion included at the start of this 
section. 
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Robby’s disappearance is revealed to the reader in the first chapter before the 
events surrounding it are outlined. Bret’s horror at finding his son missing is mirrored by 
the interior of Robby’s room which aesthetically displays the numbing and clinical shock of 
a child going missing. Bret enters Robby’s room to find ‘everything was exact. And it felt 
empty […] no one had ever lived in it’ (p307). Robby’s attempt to disappear is so 
successful that it feels to Bret that he never existed at all: he turns into a ghost as his 
father and grandfather did in their own way. Joanne Watkiss (2012) remarks upon the 
scene of Robby’s vanishing as a ‘textual space for Bret to decipher’ (p99) because ‘it is 
only after Robby vanished that Bret begins to decipher the signs of his son’s unhappiness’ 
(p99). Watkiss’ designation of Robby’s room as a ‘textual space’ can be applied to the 
position the reader takes on within the storyworld. The uncanny depiction of the room as 
unlived in suggests the illusory nature of the storyworld, reminding readers that Robby 
never existed beyond the fictional realm of the novel. Coupled with the repeated phrase 
‘disappear here’ (p434), these moments operate as faultlines in which the reader can see 
the fictional construction of the storyworld, enhanced by the Gothic mode. 
The only instance of typographical experimentation in Lunar Park occurs when Bret 
stands in Robby’s room in the aftermath of the attack which caused him to take the 
children and flee the house. On Robby’s wall, he notices a skateboard mural with the 
phrase ‘disappear here’ ‘in massive red lettering’ (p425) as evident in the image below: 
 
Not only does this phrase make an impact visually, due to the font style and the 
placement of letters, but also because it is an intertextual reference to Ellis’ first novel 
Less Than Zero (1985) - an uncanny return to the start of his career as a writer. Thus, the 
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Gothic faultline evident through this visual disruption of the narrative serves as an 
invitation to both Bret and the reader. For Bret, it is an invitation to end his storyworld 
and thus his existence as a character within the tortured realm of Lunar Park. Maria 
Beville (2009) locates this moment in the text as offering a kind of literary and linguistic 
‘death’ stating, ‘The words disappear here offer him the opportunity to escape the torture 
of his narrative existence […] it seems that he is seeking a way to achieve linguistic 
silence, to unwrite himself and end the terrifying struggle of selfhood among his 
manufactured realities and selves’ (p196). For the reader though, the phrase could signify 
their immersion in the storyworld as a spectral figure: we have already ‘disappear[ed] 
here.’ Beville’s description of Bret ‘unwriting’ himself leaves yet another gap which in this 
case, seems to invite the reader into the position of creator, radically fulfilling the 
contract between text and reader by removing the author. 
  
“You were the ghost…” 
‘This was either going to be an ending or something would get healed.’ 
Bret Easton Ellis (2005) 
 
Ellis’ depiction of the house on Elsinore Lane follows the Gothic tradition of the haunted 
house in line with Hawthorne and Poe, who represent the home as a site of terror and 
anxiety wherein boundaries are transgressed: the past infects the present, spatiality and 
temporality become inseparable, the unhomely manifests within the home. The haunted 
house, as described by Barry Curtis (2008) is commonly depicted in literature and film 
through ‘a temporal disruption that has a de-structuring effect on perceptions and alters 
the significance and often the shape of familiar spaces’ (p35). These temporal disruptions 
that manifest within the physical structure of the home, indicate that the meaning behind 
the hauntings must be addressed in order to make the dwelling habitable and familiar once 
more. This is certainly the case for Bret in Lunar Park as the house is initially a “safe” space 
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through the ‘whimsical macabre’ (Spooner, 2017) effected through the Halloween party, 
but it is the transformation of the house through the supernatural hauntings that occur that 
threaten the stability of the storyworld for Bret and the reader.  
The transformation of 307 Elsinore Lane is made explicit through a temporal 
disruption, indicated by Curtis as a familiar Gothic device, in this instance because the 
house morphs into Bret’s childhood dwelling as the legacy of his father becomes 
insurmountable within the domestic space. The temporal zones – marked by Bret’s childhood 
house and the dwelling he occupies in the present - coalesce, forcing Bret to confront his 
inability to function as anything other than a ‘ghost’ watching from the liminal position he 
inhabits on the margins of writer, creator, father and son. This is represented in the novel 
through a series of doublings; primarily through the return of Bret’s childhood home and 
then, through the figure of the doppelgänger. The duality implicit within Lunar Park can be 
described as extimate in nature as Ellis uses the home and the doppelgänger as catalysts for 
the uncanny. In both instances, Bret is able to confront intimate parts of himself in their 
externalised forms, a process which is also doubled for the reader through the ambiguity of 
fact and fiction both within the storyworld and externally, by way of the websites that host 
“authentic” support for the narrative.  
Changes to the façade of the house occur gradually as Bret notices the walls of the 
house were ‘peeling randomly’(p152) leaving him wondering why he ‘know[s] this wall’ 
(p152). The interior also begins to morph through the ‘darkening carpet’ (p188) and acts as 
a reminder of the décor of the living room in his childhood home in Sherman Oaks. These 
changes become more apparent to Bret, as the house seemingly tries to make its relation 
to the house of Bret’s past more obvious in order to force a confrontation with the memories 
that haunt him. He recognises: ‘the paint that was revealing itself to me was the same color 
as the house I grew up in’ (p251). This spatial memory of the past  allows the house to draw 
him into a distressing confrontation with the Real as in House of Leaves and Bats of the 
Republic (2015), wherein a moment of doubling enables Navidson (in House of Leaves) and 
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Zeke (in Bats of the Republic) to confront the horror of their situation at the same moment 
the reader becomes aware of the construction of the narrative as a kind of Möbius strip. 
The house on Elsinore Lane and its ability to transgress the boundaries between past and 
present through the spectral incursion of the décor of Bret’s childhood home, reveals a 
faultline within the narrative in which the temporal zones meet. 
The Gothic faultline that manifests through the changes to the house can be seen as 
influenced significantly by Edgar Allan Poe’s ‘The Fall of the House of Usher’ (1839). The 
novels in this thesis all owe a debt to Poe’s unique Gothic storyworlds and Lunar Park is no 
exception. The conclusion of the novel occurs, as was the case in House of Leaves, with the 
collapse of the haunted house. In an attempt to rid the house of spirits, Bret employs a 
team to exorcise the ghosts from within, but during this attempt ‘The ceiling above us 
cracked open in a long, jagged strip […] paint began to peel and curl in waves off the wall’ 
(p403). The cracks in the ceiling are reminiscent of the crack in the façade of the Usher 
house that opens, ripping the home in two, as the inhabitants lie dead inside. Bret’s 
exorcist, Miller, describes the violent response of the house as occurring due to ‘two forces 
opposing each other’ (p403). The organic capacity the house takes on through its inability 
to remain standing in light of the destruction within, has a clear comparison with Poe’s short 
story in which the death of the Usher’s causes the house to bring about its own destruction. 
In relation to my argument, the most significant element borrowed from Poe is the 
self-referentiality of the book as a fictional construct in the last line of story. In ‘The Fall 
of the House of Usher’ the narrator watches the house collapse as the ‘dank tarn at my feet 
closed sullenly and silently over the fragments of ‘The House of Usher’ (p301). In the 
Introduction I argued that Poe’s reference to the title of his story within the final lines of 
the narrative acted as a reflection upon the nature of reading, and the role of the reader in 
the construction of the storyworld. Lunar Park ends using a similar process, directly 
addressing the reader and asking:  
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if you should see my son, tell him I say hello […] he can always find me here, 
whenever he wants, right here, my arms held out and waiting, in the pages, behind 
the covers, at the end of Lunar Park. (p453). 
Ellis’ ending is even more explicit in highlighting the construction of the storyworld as he 
refers to Bret as forever existing within the ‘the pages’ and ‘behind the covers’ waiting to 
be activated by the reader, who he hopes will one day be his son. Once again, Ellis hands 
the responsibility for the storyworld to the reader, reminding us that Bret cannot escape 
the pages of the novel, even in spite of the external materials that develop the storyworld 
on the Internet. 
 The novel and its digital supplements, in the case of Lunar Park, serve to highlight 
the precarious position of the author. Building on my argument in the Introduction, the 
author is not the sole creator of a contemporary storyworld, as all of the novels I explore 
demonstrate, instead the reader is afforded a participatory role in the activation of the 
storyworld. Thus, the creator is no longer merely just the writer of the work, it has become 
a shared process that holds certain moral responsibilities akin to the knowledge exchange 
on sites such as Wikipedia, which I discussed in the opening to this chapter. The transmedia 
element of Lunar Park and the use of the Gothic mode as a means to activate the reader 
are crucial to the construction of the reader as collaborator. The moral obligation inherent 
on the part of the reader is one of the reasons that fan-fiction holds such negative 
connotations as a literary form. The responsible reader must operate within the storyworld 
and not beyond it, to enhance the possibilities contained within, rather than replacing and 
removing parts of the original text.  
 Lunar Park and the other novels this thesis examines, encourages a collective and 
collaborative reading experience, creating a generation of users and participators native to 
the digital realm of reading via cyberspace platforms including social media, search engines 
and information hubs. Espen Aarseth (1997) makes an important distinction about the 
discussions surrounding the position of the author and reader in light of hypertexts. Aarseth 
proposes, 
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To force the responsibility of authorship onto the reader/user […] is to acknowledge 
the struggle for power fundamental to any medium: if the difference between author 
and reader has vanished or diminished […] then the real author must be hiding 
somewhere else. Even if we can no longer use the word author in a meaningful way 
[…] it would be irresponsible to assume that the position has simply gone away, 
leaving a vacuum to be filled by the audience. If, on the other hand, it is true, as 
some hypertext theorists claim, that the author and reader are becoming more and 
more the same person and that digital technology is responsible, then it ought to be 
possible to support this claim solely by observable contemporary social phenomena’ 
(p165) 
Aarseth’s argument is situated within the time he was writing – the late twentieth century 
– and thus advances to technology have changed our perceptions of reading and authorship. 
The position of the author, as explicated by Aarseth, has definitely not vanished, but 
instead, as the subsequent chapters will argue, a collaborative and collective partnership 
exists between the author as the owner of the storyworld and the readers as filling a role 
close to that of authorship. 
 Chapter Three and Chapter Four both engage with arguments developed in the first 
half of this thesis to examine the continued significance of the Gothic as a mode to activate 
readers in a participatory transaction with the storyworld. The multimodal and transmedial 
structure of both S. and Bats of the Republic alongside the Gothic motifs, offer a space for 
readers to connect and collaborate via digital platforms, to expand the storyworlds and 
decode the hidden features. Both novels utilise the typographical and stylistic 
experimentation evident in House of Leaves alongside the narrative faultlines that can be 
clearly seen through Lunar Park and even ‘The Fall of the House of Usher.’ Continuing to 
explore the influence of Poe within the contemporary Gothic, both chapters consider the 
impact of Poe’s oeuvre in the formation of the Gothic in its current form. 
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Chapter Three  
 
 
Doug Dorst and JJ Abrams’ S. (2013) 
 
 
 
 
Navigating ‘Ship of Theseus’ 
“Sometimes fictions’ just fiction.” 
Dorst & Abrams (2013) 
 
‘Ship of Theseus’, or the ‘Theseus Paradox’ as it is sometimes referred to, is a thought 
experiment found in Plutarch’s first volume of his biographical work Parallel Lives (Dryden, 
Clough, 1992). The paradox stems from the Ancient Greek story of Theseus, the founder 
king of Athens, and his glorious return to his birth place after slaying the Minotaur within 
King Minos’ Labyrinth. In a TEDed talk given by Amy Adkins in 2015, she explains how 
Plutarch relates the return of Theseus on his ship which had been lovingly maintained for 
one thousand years after his triumph, so that his journey could be re-enacted annually by 
his descendants. The paradox lies herein as Plutarch raises the question: if all the parts of 
the ship have been replaced, albeit gradually over the years, is it still the same ship Theseus 
sailed on? In other words, although the ship has had its components replaced piece by piece, 
Theseus never walked the decks of the restored ship as it is seemingly his presence that 
defines the original. And yet, if the original discarded wood from the ship was collected and 
re-built, two ships would exist but only one could claim to be the original. 
 The issues at stake within the Ship of Theseus paradox begins with questions 
surrounding what formulates identity and whether or not authenticity even matters. If 
applied to human identity, the issue becomes whether or not a person can claim to be the 
same person five ago, ten years ago, and even in the years to come. In a blog post on one 
of the primary community sites for the discussion of S (2013), Brian Shipman (2014b) points 
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towards JJ Abrams’ previous interest in the philosopher John Locke and his considerations 
of the link between identity and memory.xii Abrams’ interest in notions of temporality and 
memory are prominent themes in his novel S., developed into the narrative plot by Dorst 
the writer, and made explicit through the title of the novel that appears in the sleeve: ‘Ship 
of Theseus’ (1949) by V.M Straka. The novel is presented as a ‘found manuscript’ with 
multiple storyworlds operating simultaneously. ‘Ship of Theseus’ displays all the design 
features of an old library book, with the familiar library stamps and spine markers – an 
uncanny reminder of the world before the digital age. ‘Ship of Theseus’ by the mysterious 
V.M. Straka is a novel which includes additional footnotes provided by a translator F.X. 
Caldiera. Then as a third layer, we find handwritten annotations, colour coded to enable 
the reader to identify the different read-throughs that Jen, a naïve undergraduate, and 
Eric, a disgraced postgraduate, undertake as they attempt to unravel the central mystery 
of Straka and Caldiera’s identities.  
 With an awareness of the paradox engendered by the title of the novel, although not 
paramount to understand the narrative, and Abram’s preoccupation with time and memory, 
the mystery that penetrates through all the narrative layers is: Who is Straka? Beginning 
with the primary layer, the story of S, a narrator suffering from identity amnesia similar to 
that of the protagonist in The Raw Shark Texts, only momentarily resolves through 
occasional lapses of memory from his previous life which are often stimulated by imagery 
or through observing others. For example, in the first chapter S sits with a woman, Sola, in 
a tavern and as he watches her drink from a tall glass observing: ‘something about her in 
this moment strikes him as being familiar […] the fragment of the idea of a memory’ (original 
emphasis, p22). With this in mind, the waterspouts that S faces whilst aboard the ghostly 
ship of the title, S is seen to notice how ‘time slows allowing him a thought, a strange, 
wordless association of color and shape: the waterspout and the drink in the young woman’s 
glass’ (p64/5). Memory fragments like this appear throughout S’s story and it is the reader’s 
role to make connections in an attempt to piece together the time frame of the action in 
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the novel. In this instance the temporal order is unclear as the reader is unsure which 
memory came first or if he is experiencing déjà vu: if the glass reminds S of the waterspouts, 
there is an indication of a temporal loop at play because the waterspouts do not appear 
until later in his journey. The issue at stake is that the ship S travels aboard re-emerges 
from the storm and is later revealed to have been rebuilt many times, as is true of Theseus’ 
ship. If this metaphor is applied to S’s amnesia and the mystery of who the author Straka is, 
John Locke’s theory of the continuity of consciousness becomes a clue to approaching the 
complicated narrative.xiii 
The different narrative and temporal layers appear on each page and enable the 
reader - as was the case in House of Leaves - to make a choice about how to consume the 
story so that she or he can follow each ontological level as it is develops. From reading all 
the layers simultaneously to reading each layer separately, there is an additional 
complication in the form of loose inserts. The inserts are placed in the correct locations so 
that the extra material makes sense; however, if the book were to be dropped and the 
inserts fell out, this would unquestionably change the reader’s experience as there is little 
indication as to where the inserts belong. Instead, the locations can be found on one of the 
various web forums dedicated to the book, an area I will discuss in-depth in the third section 
of this chapter.  
‘Ship of Theseus’ is arguably the primary layer of S. because the other ontological 
layers revolve around the desire to decode the secrets embedded within the story. S’s 
narrative begins in the present tense and follows his journey through a town he does not 
recognise. Amnesia seems the most likely cause of S’s confusion and ‘Ship of Theseus’ 
depicts his voyage to locate his lost identity and the meaning of the deadly mission he seems 
to be working towards completing. Along the way, various clues and codes are presented to 
the narrator, and thus the reader, offering subtle allusions to the narrator’s past and the 
shadowy world he had belonged to before he lost his memory. It is immediately clear that 
the narrator’s story evokes a narrative faultline, a crack in the boundary between the 
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storyworld and the reader’s reality. This is initially apparent due to the rhetoric employed 
by the narrator as the reader is asked directly  
 Why is the man in the overcoat so wet? Perhaps he has been walking in the rain for 
hours. Or perhaps he has been wading through the maze of half-submerged tunnels 
that underlie the twisted city. Perhaps some anonymous onlooker fished him from 
the waters beneath the wobbly bridge that spans the river, connecting the Old 
Quarter and the New. (p6) 
Hedging language such as ‘perhaps’ serves to activate the reader as a participant within the 
narrative in the same manner as Johnny Truant’s direct addresses in House of Leaves as we 
are directed to engage with these questions directly and to draw our own conclusions. In S. 
though, the key descriptions of how the narrator came to be in the circumstances he finds 
himself at the beginning, without the use of passive description, promotes curiosity and an 
active participation instead of the Gothic affect engendered through Johnny’s activation of 
the reader. The specifics of the leading questions forge a connection and thus the reader 
enters directly into the storyworld through this mode of engagement. I use David Herman’s 
term ‘storyworld’ to mark the boundary between the fictional ontology of S. and the factual 
intrusions that permeate the narrative. According to Herman (2010), ‘although stories 
conveyed by different media share common features […] storytelling practices are 
nonetheless inflected by constraints […] associated with a given semiotic environment’ 
(p196) and it is these ‘constraints’ that interact in multimodal storytelling, which enables 
‘more than one semiotic channel to evoke storyworlds.’ (Herman, p196). In S., the 
interaction of several semiotic environments including the inserts, handwritten notes and 
even drawings, enables the reader to partake in the process of moulding the storyworld 
according to their interaction with the book. To contextualise returning to my analysis of 
‘Ship of Theseus,’ the cohesion of the storyworld and actual world can be seen to coalesce 
for the reader due to the jarring depictions of time and space they are initially exposed to, 
causing a Gothic faultline to become apparent. The spatial disorientation felt is described 
by the narrator as he encounters a completely unfamiliar city akin to a labyrinth.  
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The storyworld of S. therefore establishes an immediate connection with the reader 
as participant in the ontological world that S inhabits. Alison Gibbons’ (2010) explanation 
of the reader’s expected role as participant in House of Leaves is useful to apply here as 
she points to the reader as being driven by ‘the text […which] dramatizes the reader as 
participant. The reader is not just projecting into the world of the text, but playing a more 
active and corporeal role’ (2010, p302). To expand upon Gibbons’ use of the reader as 
‘participant’, the dramatization of this process of engagement and the ‘active and corporeal 
role’ required of the reader can be comprehended through my proposition of the Gothic 
faultline. The faultline manifests through the uncanny spatiality of the setting in the first 
instance, encouraging the reader to forge a connection with the text. The uncanny is 
experienced by the reader in terms of the spaces described and also the typographical 
experimentation as seen in the image below: 
 
Surrounding the image of the symbolic ‘S,’ the narrator reveals that the symbol is ‘familiar 
[…] This is it, he thinks. He may not know what the symbol means, but its reappearance 
makes a kind of sense. This is where he is supposed to be.’ (original emphasis, p14). The 
familiarity the symbol signifies for S, whilst at the same time allowing him no indication as 
to why he recognises it, presents an uncanny contrast in the manner, once again, of déjà 
vu. Moreover, the reader is placed in a very similar position as the symbol is familiar because 
it appears on the sleeve that ‘Ship of Theseus’ is presented in; however, beyond that 
recognition, the reader has no knowledge about its significance at this point.  
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The symbol is situated between two paragraphs and physically disrupts the narrative; 
indicative of a narrative faultline which is used here to align the reader’s affective response 
to the text with S’s uncanny experience of viewing the symbolic ‘S.’ To explore the 
intricacies of this idea further, the uncanny sensation provoked by the spatial disorientation 
of both the setting described and the layout of the page, allows the reader to experience a 
similar intensity described by the narrator and thus a connection is forged.  
The term uncanny can be used to comprehend the affective response provoked by 
the story on both a narrative level, but also on a physiological level. Unlike the experience 
of the uncanny in a horror film, which can be understood as a passive reaction to certain 
qualities of the film’s narrative or filming techniques, the multimodal text encourages an 
active involvement from the reader. The uncanny can be seen to arise due to the demands 
put upon the reader to respond to the narrative in a physical manner, in some cases, as was 
demonstrated in Chapter One, by physically turning the book or, as in S., removing items 
from between the pages. Thus, the uncanny does not quite capture the connection formed 
by the reader through the text and instead the Lacanian term extimacy can be used to 
conceptualise the structure of this connection.  
Extimacy, by definition, is arguably Lacan’s development upon Freud’s ‘The 
Uncanny’ (1919), beginning in Seminar X (1962-63) when he offers a reading of Freud’s term 
in relation to his own work on anxiety. Encompassing the exterior at the heart of the 
intimate interior, or as Jacques-Alain Miller (1994) conceptualises the term: ex-(in)-timate, 
Miller’s visual depiction of the term demonstrates the key element signified: extimacy is 
the presence of the Other in the most intimate part of the subject. In other words, it is the 
place where the distinction between inside and outside collapses; public and private, self 
and Other become indistinguishable. It is a useful metaphor to examine literature due to 
the focus on spatial boundaries and their liminal and transgressive quality. In this thesis so 
far, I refer to extimacy as a way of capturing the impossible structure of the storyworld 
which activates the reader, allowing reader participation within the ontological layers; a 
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place external to our comprehension of the world we occupy. Moreover, the reader’s role, 
particularly within multimodal and transmedia novels, is subject to more radical forms of 
boundary transgression. If applied to S., the experience of allowing a narrative to make 
demands of a reader can be understood, if the terms are accepted and carried out, as an 
extimate connection because the reader is penetrating the interior of the storyworld from 
the outside. It is the extimate structure, through which the reader experiences the intensity 
described by the narrator, that the faultline can be seen to form as a means of activating 
the reader’s connection and thus participation within the novel.  
The recognition of the connection by the reader, once aware of the levels of activity 
required to engage with S, causes a faultline to develop as the boundary between storyworld 
and the reader’s world, which I label the actual world, is exposed. The ‘Translator’s Note 
and Foreword’ demonstrates the disrupted boundary between the storyworld and the actual 
world, whilst the use of historical figures to demonstrate the authenticity of Straka as an 
author seems to prompt the reader to fact check the basis of some of the statements made, 
particularly in the footnotes. In footnote two of this section, Caldiera points out, ‘Ernest 
Hemingway expressed his admiration for Straka’s books in a 1935 interview in Le Monde’ (p 
xi). Whilst both Hemingway and Le Monde exist in the actual world, the margin notes 
attached to this footnote demonstrate the fictionality of the comment. Eric writes, 
‘Evidence? There is nothing in the archives – Straka’s or Hemingway’s’ (pxi). But, the doubt 
evident in this comment acts as an impetus for the reader to challenge the boundary 
between fact and fiction, if they so choose, by following up this ostensibly irrelevant aside. 
 In the next section, I will use a close reading of S. to explore the development of 
the uncanny as an instigator for the reader’s immersion within the storyworld of S. In the 
opening of the first chapter, the narrator describes ‘a tangle of cobblestone passages that 
spin from the harbour’ (p3) and his difficulty ‘to know at any given moment whether he is 
heading toward the water or away from it’ (p3). This description establishes two important 
features in terms of the reading experience and the faultline that manifests accordingly.  
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Firstly, the commonly used Gothic trope - the labyrinth - is used to convey the 
uncanny experience the narrator undergoes due to his memory loss. The title of Straka’s 
novel ‘Ship of Theseus’ also makes an allusion to the Minotaur myth and thus the central 
element: the Labyrinth. Secondly, Caldiera’s footnote, attached to this passage, acts as a 
means of diverting the reader from the primary narrative and thus mirrors the disorientation 
felt by S. The reader is immediately offered information about Straka’s writing beyond ‘Ship 
of Theseus’ and directly refers the reader to the second layer of mediation through 
Caldiera’s footnote which reveals the central mystery of V.M Straka’s identity. It is apparent 
then that the faultline not only encompasses a direct connection between the primary layer 
of the narrative and the reader, but penetrates through all three layers of S.  
As in House of Leaves, the footnotes that run through S. comprise of both fictional 
and factual information included by Straka’s translator Caldiera and can be consolidated by 
the reader instantaneously, if they so choose, through online verification. The permeation 
of facts into the fictional world of ‘Ship of Theseus’ acts as yet another means through 
which the reader experiences the uncanny due to the juxtaposition of familiar and factual 
material with unfamiliar and fictional elaborations, as I discussed above. The diffusion of 
fact into fiction encourages the reader to fact check via the Internet to authenticate the 
elements of the novel that exist within the reader’s reality. Thus, ontological uncertainty 
is experienced by the reader as a result of the permeation of the real world into the fictional 
world of S., strengthening the reader’s ability to connect with the storyworld through this 
narrative faultline and encouraging an active approach from the reader. It is through the 
interruptions that stem from the actual world into the storyworld that this connection can 
be termed extimate: the fictional world disrupts the reader’s understanding of facts within 
the sphere of the storyworld and thus the exterior (actual world) is present within the 
interior (the storyworld). 
Structurally, S. can be described as mimetic of the experience of navigating 
cyberspace. The deployment of metafiction and the ‘found manuscript’ style employed by 
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the book can be seen to reflect the deviating pathways of the digital sphere giving the 
reader the agency to operate within the similarly infinite and impossible space of the 
Internet and made accessible through the expected participation of the user/reader.xiv  
However, it is also important to recognise that although cyberspace offers unlimited choice 
in terms of the reader’s path through digital information, S. has parameters and is, albeit 
more loosely than most contemporary novels, an information sphere with a beginning and 
an end as in a labyrinth. Espen Aarseth (1997), in his examination of cybertexts, reminds us 
‘the labyrinth without exit is a labyrinth without entrance; in other words, not a labyrinth 
at all’ (p7), which demonstrates that although the reader has choices about the path they 
follow, there is an overarching design in that there is always an entrance and an exit in 
place. S. exists on the boundary of the printed and the digital novel because ‘the story slips 
out of the printed text, and into the context; into the paratexts and into the margins of the 
book’ (Tanderup, 2016, p51) through a similar process to a hyperlink which transports the 
user across cyberspace. Arguably, S. encourages the reader to go a stage further and access 
the digital canon, an element not mentioned by Tanderup in this instance. The reader is 
directed towards digital content in various places throughout the novel in the margin notes. 
When discussing Desjardins and his death, Eric points Jen towards an article that appears 
on ‘labalise.FR’ (p108) which, in the actual world, is currently a webpage without content 
(see appendix I). Currently it is a static page with no hyperlinks, but according to a blog by 
Zort70 on S.Files22 (2013), at the time S. was released, the page showed analogue static 
and ‘No server signal found’ in the centre of the screen. Whether or not the website is still 
affiliated with the S. canon is unclear, but nevertheless opens up another trajectory for the 
reader to explore the potential answers hidden on the site. 
The novel’s mimetic representation of digital platforms is a seemingly paradoxical 
idea when we consider the visual form the book takes. ‘Ship of Theseus,’ as already 
mentioned, appears to be a public library book with due-date stamps, a shelf-mark sticker 
and warnings about keeping the book clean and unmarked. Thus, the form along with Eric’s 
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reluctance to engage with any digital communication platforms claiming: ‘I don’t use email. 
Don’t trust it.’ (p7) conveys a sense of suspicion surrounding the connective capabilities 
made available via the Internet. Instead, Eric opts to swap messages with Jen in the margins 
of ‘Ship of Theseus’ which, as a physical object, is seen to be a safe shelter from the threat 
of visibility and unwanted connection that the digital represents for Eric. However, the 
reader encounters the private communication between Eric and Jen within the leaves of a 
public library book and thus the uncanny can be seen to arise thereafter due to the challenge 
this poses to the public/private dichotomy. Although many of the margin notes revolve 
around the Straka mystery, there are many that form private and unrelated conversations 
between the two students, such as the extract below. 
 
Thus, the library book surely represents public space, a shared object to pass through many 
hands, and yet it is used by the pair to avoid detection in order to explore the mysteries 
within the book that seem to creep into their own lives bringing danger and violence. These 
seemingly unrelated conversations also show how their relationship is developing and the 
reader is given direct insight into the growing intimacy between the two students, a process 
which is reminiscent of the extimate nature of the narrative as the depiction of intimacy 
manifests externally within the margins of the book. However, although this is an interesting 
line of argument, the intimacy between Jen and Eric is discussed in detail by Tanderup 
(2017) considering the use of handwriting, the issue crucial to this chapter remains the 
reader’s interaction with the visual forms within the novel. 
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The symbolism evoked by the presentation of the book as a public resource can be 
seen as reflective of the evolved reading experience this thesis posits. In her analysis of 
Steven Hall’s The Raw Shark Texts (2007), Jessica Pressman acknowledges that ‘books are 
not discrete, isolated objects, rather they are shown to circulate within a network of 
readers and readings as part of a system of distribution that connects to the larger network 
culture of our digital age’ (2009, p479). Despite the article’s focus on Hall’s novel, this 
statement offers an opportunity to consider the importance of the physical print novel and 
the way in which it is developed as a means of communication and connection in S. Whereas 
The Raw Shark Texts can be seen to champion print based communication and storage as a 
defence against the digital, I propose that S. uses both the physical and the digital in 
combination to demonstrate the opportunity for collaborative reading networks.  
S., in contrast to The Raw Shark Texts, gradually removes the digital as the enemy 
in order to reveal the potential for a partnership between the two spheres and arguably 
resolves the anxiety surrounding the so called ‘death of the print novel.’  In a sense, the 
opportunities offered through this kind of multimodal fiction can be seen as mimetically 
reproduced through the margin notes in the novel. Alison Gibbons labels the reading 
experience of S. as entering a ‘participatory culture’ which allows for a ‘collective 
intelligence […to be] exhibited in real reader’s active readings of S. and their discussions of 
such readings on social platforms such as Twitter and Tumblr as well as on dedicated fan 
blogs, which seem to function as a new media version of marginalia.’ (2017, p336). Gibbons 
makes an important point with regards to my argument when she locates the readerships’ 
collaborative efforts as a form of ‘collective intelligence.’ The interaction that Jen and Eric 
have with ‘Ship of Theseus’ and the academic commentary Zampanò offers for ‘The 
Navidson Record’ act as a foundation for this so-called collective intelligence. Nevertheless, 
the ‘participatory culture’ cannot be made possible without access to the digital platforms 
required to sustain the investigations of the reader by providing a space in which their 
readings can be shared. Similarly, the website associated with Hall’s novel is also integral 
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to the reader’s engagement with The Raw Shark Texts as the author publishes extra material 
digitally (steven-hall.org) such as the ‘anti-chapters’ required to comprehend the whole 
storyworld of the novel, despite its seeming rejection of digital connections and storage 
capabilities. 
The potential of electronic literature in relation to the print novel is examined in 
depth by N. Katherine Hayles (2008) who drawing upon the relationship, states, ‘Among the 
arts, literature is privileged because it registers media effects both psychologically and 
heuristically. But media strike the drumbeat; […] Literature acts on the body but only within 
the horizon of the medium’s technical capabilities’ (p89). With this in mind, S. is able to 
offer a reflection of the effect of the digital on the print book, but ultimately the medium 
is incapable of harnessing the same level of freedom as cyberspace for the personal 
discovery of knowledge. I argue an application of some elements of the digital sphere within 
the print novel instead act as a means of directing the reader towards a collective digital 
enterprise of critical reading, whereby the reader is required to take a heuristic role to 
make sense of the novel. This reading supports my notion of the Gothic faultline because 
the multi-modal experience S. encompasses ensures that the reader actively and physically 
participates with the novel across multiple media external to its content. 
This chapter will locate the Gothic faultlines that materialize in S., outlining both 
narrative and structural faultlines that affect the reading experience. I propose that a 
collective reading enterprise is enabled through the individual read-through paired with the 
additional materials offered online and the opportunity to engage with a community of S. 
readers through various digital communities. High levels of technological literacy and the 
prevalence of social media that have rapidly evolved since the release of House of Leaves 
has meant that the authors of S. have had the opportunity to utilise various online modes 
of communication to expand the storyworlds within the print text. Not only are there web 
forums and reader’s guides available to discuss the book and navigate the narrative layers, 
as there was for House of Leaves, but Doug Dorst has used his Twitter account to link canny 
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readers to an alternative ending supposedly sent to Jen as it is displayed on her blog, as 
seen below:  
 
The storyworld of S. is thus enabled to bleed into the reader’s reality in the same way the 
real world penetrates elements of S, due to the way the narrative encourages the reader to 
access extra material externally. 
The expansion of the storyworld into the reader’s world via the Internet is discussed 
by Tanderup (2017) who states that ‘the digital context of the work appears to function as 
a space for entering into the illusion of S. Readers are encouraged to engage in the mystery 
as if it were real’ (p169). Thus, the boundary between fiction and reality is transgressed 
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even further due to the opportunity presented by digital media to access the fictional world 
in the context of the real world, enabling a transgression of the fictionality of S. into the 
social sphere of the reader. However, in opposition to Tanderup’s position, I do not believe 
the reader is encouraged to view the transgression into the real world as fact. Instead, the 
storyworld is enabled only as far as the digital sphere can support the reader’s collaborative 
efforts online.  
In the following sections, I look to the additional digital materials and the impact 
they have on the reading experience and the implications of the novel’s encouragement to 
view the text as a collective enterprise. Moreover, I will interpret the use of Gothic tropes 
alongside the intrusion of the digital in order to navigate the evolution of what I describe 
as a Gothic faultline in multimodal genre fiction. Principally the narrative and physical 
faultlines discussed in this introduction will be explored through the experimental structure 
of the book and its relationship to both the uncanny effect of the temporal and the spatial 
manipulation experienced by the characters and thus the reader.   
 
“No one there was part of anybody else’s world”: Decoding the Multimodal Gothic  
 
A close examination of the Gothic narrative interruptions in S. demonstrate the ways in 
which the mode allows readers to visually experience the permeation of all three ontological 
layers. Gothic tropes appear in their most discernible form in the narrative ‘Ship of 
Theseus’. In the introduction, I briefly remarked upon the use of the labyrinth to describe 
the city that S finds himself in at the beginning of the story. Lost, without any memory of 
who or where he is, the only sensation S recalls is ‘a vague but terrifying sense-memory of 
falling’ (p6). This short description encapsulates and foreshadows the experience for the 
reader. Reading S. is ostensibly akin to falling into the abyss that S describes due to the 
seemingly insurmountable questions generated by the opening of the book and the 
ontological uncertainty that subsequently manifests. If all three ontological layers are read 
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simultaneously, the reader is overwhelmed by the complexity of the narrative layers, both 
through ‘Ship of Theseus’, but also as a result of the ‘Translators Note and Foreword,’ and 
Eric and Jen’s margin annotations. The uncanny is directly felt due to the reader’s 
expectations of a traditional print novel and the extent to which these expectations are 
confounded by the structure and form of S. 
 The spatial disorientation depicted is concurrently exacerbated by the disruption of 
temporality through the margin notes. Jen and Eric use different colours to mark the passing 
of time and thus demonstrate the development of their knowledge about Straka’s identity 
and their relationship with each other. The reader must decode the meaning behind the 
different colours to make sense of this as there are no instructions or explanations regarding 
a suggested method or order for reading the book. xv The uncanny arises from the ontological 
uncertainty evident from the very beginning and positions the reader as a participant within 
the narrative which thus promotes a process of reading similar to that employed by Gothic 
novelists. The Gothic faultlines that emerge from the start, challenge the reader’s 
comprehension of the boundary between the actual world and the storyworld, begin to 
incorporate typical and familiar Gothic tropes. In order to maintain the reader’s role as an 
active participant through the stimulation of both a physical and affective response to the 
book, the transgression of these boundaries allows the actual world to exist within the 
interior of the storyworld. 
 Towards the end of the first chapter, the reader encounters the ship of the title: the 
aptly named Ariadne, a further reference to the Minotaur myth, and the narrative faultline 
continues to run its course because the experience the reader encounters continues to be 
increasingly and affectively attuned to S’s journey. The uncanny, met by the reader through 
the blend of fact and fiction is also experienced by S when he sits in a sea front tavern 
‘waiting for something or someone but is not sure what, or who, that might be’ (p17). The 
reader also waits to discover the meaning behind the multiple narrative layers and structural 
experimentation, beginning with the identity of the narrator. This process in which the 
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reader inhabits the storyworld as reflective of the narrator’s experience can be conceived 
of in terms of the extimate structure it conjures. Both reader and narrator are able to 
transgress the boundary between storyworld and actual world. 
There is also a sense that a code is being developed through the repetition of the 
phrase ‘what begins at the water’ (original emphasis, p26), which is seemingly translated 
by S as the beginning of his journey and references the chapter title ‘What begins, what 
ends’.  At the end of the first chapter, S finds himself at sea and below the deck of a ship, 
awakening to the sense that ‘large swathes of time have gone by […] without his noticing, 
makes his skin crawl’ (p30). The utilisation of the Gothic becomes most apparent here with 
the disruption to the temporality and the description of the physical effect this has on the 
narrator: ‘skin crawl[s].’ The description of the narrator’s ‘skin crawl[ing]’ is a useful means 
to gain a deeper understanding of the reader’s extimate connection with the book because 
S’s discomfort arises from the uncanny realisation that his notion of temporality has been 
challenged. Discomfort is thus experienced by the reader through the disorientating effect. 
The narrative faultlines this chapter has identified are extimate in structure which 
is demonstrably activated by the reader’s connection with the storyworld. The Gothic affect 
mentioned in the Introduction in terms of Bruno Lessing’s (2010) description of the intensity 
and anxiety stimulated by the uncanny is apparent in the novel through S’s ontological 
representation of his journey. S’s ‘skin crawl[s]’ in response to the sensation of dread he 
experiences upon waking up on the boat, and in particular the ontological uncertainty 
prompted by the disruption to temporality he describes, an affective response from the 
reader is activated due to the anxiety that permeates this passage. The reader directly 
experiences an affectual response as a sensation of intensity, steadily built through the 
uncanny connection developed with the narrator. Intensity within the narrative is then 
exacerbated by the Gothic tropes employed, especially exemplified when S unravels the 
mystery of the ship’s crew who are ‘silent as the dead’ (p29). Aboard the ‘nameless, 
monstrous vessel’ (p35), S notices that one of the sailors has ‘thin, dark threads crisscrossing 
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his lips’ (p34). Revealing the mutilation the sailors have undergone, S ‘finds himself wishing 
that he could unwind time’ (p35), furthering the temporal dislocation already encountered 
by the reader. The Gothic depiction of the sailors in correlation with the language of the 
Gothic used in this passage ensures that the Gothic reader is activated as it becomes clear 
that she or he is expected to solve the mysteries of S. alongside S in the first instance, and 
then through Jen and Eric as they work to uncover the secrets of Straka’s life and identity.    
 The Gothic mode continues to be called upon as the narrative develops, in particular 
through the scenes aboard the ship. In the second chapter, S and thus the reader, are 
introduced to ‘the big, unsewn sailor – whose beard has inspired S. to dub him Maelstrom’ 
(p38). Next to this sentence, Eric has underlined the name ‘Maelstrom’ and in pencil writes 
‘Poe Ref?” (p38). Without revealing to the reader which Poe text he is referring to, Eric 
presents yet another faultline in which the real world once again makes itself known in the 
storyworld. Presented with another opportunity for heuristic investigation, the reader can 
discover the extent to which Poe is referenced, assuming an awareness that Eric is referring 
to Edgar Allen Poe. If the connection is made, she or he will find Poe’s short story ‘A Descent 
into the Maelstrom’ (1841). Brian Shipman (2014a) sets out a number of possibilities for the 
ways in which Poe’s story can be seen to influence S. on the ‘whoisstraka’ blog, a central 
forum for collaborative readings of the novel. Shipman points out the many descents 
described in ‘Ship of Theseus’ and the reverberations into the other layers of the story 
including the descent of the ship, the wall writing and the caves, all of which have strong 
parallels with the story the sailor describes in Poe’s tale and are subsequently examined. 
 Relating to my reading of Poe’s ‘The Fall of the House of Usher’ (1839) in the 
introduction to this thesis, S.’s inclusion of the Poe reference and the use of Gothic tropes 
commonly found in Poe’s works, situate ‘Ship of Theseus’ as a narrative döppelganger. 
These features include footnotes, multiple layers of mediation and the extimate connection 
structurally developed between narrator and reader by way of the Gothic faultlines, as 
demonstrated in the introduction. The doubling is specifically relevant to the story ‘A 
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Descent into the Maelstrom’ and is evident when the narrator reveals the temporal 
instability during the storm in a similar manner to S’s experience of the ship he finds himself 
aboard after being shanghaied. The similarity is apparent when in ‘Maelstrom’ the sailor 
describes ‘a hideous thought […] I dragged my watch from its fob. It was not going.’ (p403). 
The temporal disruption described here along with the spatial disorientation encountered 
by the narrator when the ship enters the maelstrom as causing ‘the sensation of awe, horror, 
and admiration […] The boat appeared to be hanging’ (p405) can be seen to encourage the 
same response from the reader that I discussed earlier in this section with reference to 
Gothic affect. I will examine Poe’s story as a narrative döppelganger in more detail later in 
the chapter to demonstrate the influence of Poe’s Gothic style on the writers of S. 
Ostensibly, the creators of S. employ key tropes associated with the Gothic, but in 
particular, through the mention of Poe, in order to maintain the active reading process 
required to make sense of ‘Ship of Theseus.’ Familiar footholds such as the reference to Poe 
provide stable, real world orientations in which the reader can grasp the expectations 
placed upon them to not only affectually respond to the narrative, but to take this a stage 
further and respond physically through digital authentication. The familiarity offered to the 
reader through the application of Poe can be seen to produce an extimate connection 
between the reader and the storyworld because once again the boundary between the 
interior storyworld is penetrated by the exterior (actual world) in a loop that can be seen 
to originate from the intertextual reference. This is made possible through the application 
of the Gothic mode and the faultlines it produces. In order to clarify this notion, it is useful 
to attend to further scenes in the book that actively employ the Gothic; some with reference 
to Poe’s ‘Maelstrom,’ as a means to demonstrate the process by which the collaborative 
reading endeavour is encouraged in the first instance and thus maintained as a key factor 
for a full comprehension of the book. 
The middle of S’s journey takes place away from the ship as he travels across a 
wilderness with a group trying to evade capture after being involved in violent activism 
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against the narrative antagonist Vèvoda. The escape is reminiscent of some of the 
explorations through the impossible space in House of Leaves, as the band of explorers are 
driven mad or killed during a descent into a system of caves. The wilderness and labyrinthine 
cave system described by the narrator harks back to the Introduction of this thesis in which 
I discussed the American Gothic’s reliance upon the unknown and wild landscapes of 
America to construct a canon distinct from its European equivalent. Thus, the familiarity of 
the trope becomes another anchoring point for the reader as the expectations once again 
demand a participatory reading to negotiate the spatial and temporal disruptions apparent 
within this setting. The journey deep into the caves causes the group to lose their bearings 
as ‘they no longer occupy the circadian world’ (p182) because the darkness within is 
absolute. Time as a concept is challenged once more and as the narrator remarks upon the 
ancient cave paintings supposedly created by a forgotten civilisation, so is spatiality. In this 
case, as S makes a distinction between the painted images and ‘every curve of negative 
space’ (p180) between them, and thus it seems unoccupied space becomes paramount. 
Through this observation, the reader is reminded of the importance of what is not found in 
the book in relation to what can be seen. Negative space then becomes an important 
element of the story, as was apparent in my reading of House of Leaves, and the process 
the reader must work through in order to comprehend the book in its totality.xvi  
The concept of negative space is depicted through typographical experimentation 
when S re-embarks on the ship after escaping the caves as the only survivor. Upon entering 
his cabin once more, S is compelled to physically mark the walls of the ship in order to 
recount his journey. The words he intends and the physical marks he makes are distinctly 
different. Typographical experimentation is used here to display S’s thoughts alongside the 
words he has physically written which illuminates a boundary between intention and 
actuality and the divide between negative and positive space seen overleaf:  
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The narratological instability that develops as a result of this physical faultline also draws 
attention to the process the reader has undergone to construct meaning through a 
participation with the novel. The written word is not always read as intended and the book, 
as a cohesive whole, works together to demonstrate the instability of critical reading and 
to present the benefit of a collaborative and collective reading experience.  
 Starting with chapter seven, the typography and the narrative of ‘Ship of Theseus,’ 
which had previously followed a fairly linear and traditional format in isolation from the 
other layers, becomes fragmented and experimental, as seen in the example: 
 
Beginning with the columns in the image above, the writing is struck-through, the font style 
is altered and made bigger, and many more footnotes are included. Then, the culmination 
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of chapter seven depicts S finally joining the ranks of the silent crew as Maelstrom laments 
‘it dint ness t’go li’ this’ (Original emphasis, p297) as S’s lips are sewn shut. Thus, the 
narrative voice is challenged by S’s inability to speak and chapter eight or, ‘The Interlude: 
Toccata and Fugue in Free Time’ operates independently from the rest of Straka’s story. 
The perspectival shift is marked immediately as the reader is now following ‘the 
man’ (p299) and this occurs several times within this section between S and the agents of 
Vèvoda that he is shown to be hunting and killing. The most striking and uncanny element 
of this chapter is the utilisation of the second person, which operates to draw the reader 
directly into the storyworld as ‘AGENT #26 (YOU)’ (p311), situated with a footnote to explain 
that this section is the only time in the entirety of his body of work that Straka apparently 
uses the second person.  
 Directly addressing the reader and positioning us in opposition to S generates the 
uncanny because we are instructed, ‘You have faith in this story. You long for the day you 
become part of it.’ (p312). In isolation, this section in the second person acts as a moment 
of meta uncanny in that we are reminded of the fictionality of the text in coalescence with 
our desires to be absorbed by the storyworld in order to bridge the gap between fictionality 
and actuality: the reader gains an awareness of their status as storyworld creator. The 
uncanny also operates to enhance the extimate connection by forging a collaborative 
engagement between the text and the reader. Thus, as the narrative develops, the reader 
becomes more actively engaged with the interior storyworld. It becomes clear then that it 
is our role to view narrative from a range of perspectives, not just the narrator’s. I will draw 
upon this later in the next section when discussing the symbolic positioning of the monkey 
and the final chapter’s pluralized purpose. Nevertheless, if the book is challenging the 
reader’s participation to remain objective by manipulating the extimate connection 
experienced, it would seem that this objectivity can materialise through a collective reading 
endeavour. The collective reading allows for perspectives on the novel to be shared and 
thus the storyworld is modified in line with this objectivity. 
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 In the next section I will build upon the ways in which the novel encourages a 
collective reading through the encouragement to expand the storyworld by accessing 
external material through digital platforms, such as forums and blogs. Furthermore, I will 
look to the loose inserts and handwritten margin notes in order to develop an understanding 
of the authors’ intentions with the inclusion of both print-based nostalgia and digital 
interaction as a mode of communication. Finally, a consideration of the motif of the monkey 
that occurs throughout the novel will be offered in order to comprehend the position of the 
reader, presenting the monkey as symbolic of the collective reading enterprise that the 
novel expects and encourages. 
 
“Follow the monkey”: Uncanny Digital Intrusions and the Collective Reading Enterprise       
 
The storyworld of S., or in other words, the creation of a fictional world built upon the 
story, is most clearly a collective enterprise once the reader reaches beyond the physical 
book. The reader is encouraged to enter the digital storyworld put forth within the confines 
of the pages of the book through the inclusion of references to both real and fictional 
websites and material. The inserts in particular expose the boundary between storyworld 
and actual world as they are designed to appear as legitimate, and in some cases, official 
documents. The mode of the inserts is also significant as many represent a form of 
communication that functions in isolation to the digital: letters, telegrams, postcards, and 
it is these inclusions which are predominantly handwritten, with some typewritten 
exceptions that challenge the potential of a digital collaborative endeavour. 
The written form is indicative of a private method of communication in which only 
a single copy exists. This is ironic as each insert is duplicated to appear in every copy of S. 
and the use of digital printing technologies is the only logical means of achieving this 
publication. Nevertheless, as in The Raw Shark Texts, the physical mark left by a reader, in 
S. through the handwritten and unique instance of writing, ‘produces a fantasy of the book 
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as a privileged space for intimate communication resisting digitality’ (Tanderup, 2017, 
p157). Due to the personal uniqueness of the form which, according to Tanderup, connotes 
authenticity and intimacy, operates in contrast to the typed and thus digital mode of the 
storyworld. She goes on to suggest that the authenticity and intimacy of the handwritten 
text stems from its ability to demonstrate the passing of time and the effect of the reader 
on the text.  
Similar to this is the flip book included in The Raw Shark Texts, which requires the 
reader to flip the pages to view the moving image of a shark. Julia Panko (2011) states that 
this allows the novel to ‘anticipat[e] its own reader leaving such traces: the flip book relying 
on an external reader to produce its effects, forces kinetic interaction. The rough handling 
required to flip through the pages will likely crease page corners. […] Preserving signs of its 
reader the book can become a memento or a site of social exchange’ (p295). Panko’s 
argument provides insight into the physical modifications a book can undergo when 
prompted to physically engage with the physicality of the form. In S., the inclusion of the 
inserts, which the reader is required to handle away from the pages of the novel, seems to 
present a nostalgia for communication external to the digital, demonstrating through codes 
and anonymity that privacy is seemingly more accessible through this mode. And yet it is 
worth considering that as the inserts are not fastened to the page and offer no indication 
of where they fit within the book, S. also highlights the precarity of relying on single copy: 
handwritten documents can be easily lost or misplaced. As such, in opposition to The Raw 
Shark Texts, the creators of S. posit, through the inclusion of the inserts, that the collusion 
of the digital with the physical is an integral element of the contemporary reading 
experience. But first, it is necessary to examine how this is positioned by the book through 
a closer examination of the function of the inserts and their content. 
The first included insert (p10) is a photocopy of a letter from Straka, in both German 
and English, and includes markings of an official letter such as the University stamp and the 
‘Confidential’ header. Through the margin annotations of the page on which the insert is 
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found, the reader is told that Jen and Eric are including the extra materials to guide each 
other through the Straka mystery. Arguably, the level of authenticity is immediately 
established through the inclusion of such documents, primarily due to the manner in which 
they confound the reader’s expectations of a Realist novel, indicative of yet another 
faultline invoking the uncanny due to the apparent legitimacy of the documents. This letter, 
although not a single copy, is accompanied by a handwritten note from Eric containing his 
knowledge of the accusations against Straka and listed for Jen’s benefit.xvii The reader, 
however, is the intended beneficiary of the note as it offers insight into one of the book’s 
central mysteries, and although arguably too early for the reader to comprehend, will 
become useful upon second examination. Especially as some of the names and locations 
provided by the note can be found across all layers of the storyworld. Thus, further 
indication of the level of participation required by the reader is evident through the 
placement of the inserts which may not become accessible until a further reading of the 
novel.  
It is clear, then, that all three levels of the narrative encourage the reader to reach 
beyond the contained boundary of the physical novel and thus negate the possibility of a 
single, contained storyworld. Acting in contrast to the Realist format of the contained 
storyworld, multimodal novels such as S. penetrate the physical boundary of the pages it is 
written on in order to expand the narrative world through external sources. As this chapter 
has presented so far, the key indicator for the disruption of the boundary between 
storyworld and actual world is through the Gothic faultlines I have located. These faultlines 
are made apparent through the uncanny response the reader experiences as a result of the 
active participation required to read S. and due to the expectation of collaboration 
necessary to attempt a full comprehension of the narrative. This section will demonstrate 
the significance of the Gothic faultlines in terms of their referral towards the digital 
storyworld of S., which is one of the key indicators for the opportunity to position the reader 
as collaborator. 
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 Due to the rapid development of the digital sphere, the creators of S. are able to 
extend the storyworld in ways that were not possible for Danielewski in House of Leaves. 
Instead, other texts were simultaneously released to extend the canon including: The 
Whalestoe Letters (2000) and Poe’s album Haunted (2000). Dorst and Abrams, however, 
were able to build a canon surrounding the storyworld of S. across a number of social media 
platforms including Twitter, YouTube and Tumblr. At various stages of the book, the reader 
is presented with references to websites and blogs, particularly through Jen and Eric’s 
margin notes, which represent an additional layer of mediation. This extra layer of text is 
apparent due to the reader’s choice as to whether they access the external material, or 
even notice the references. It is thus necessary to delineate what I have termed the 
‘collective reading enterprise’ as S. and its expectations of the reader to fulfil the 
requirements of not only encouraging reading as a collective process, but also as a 
collaborative endeavour, are realised through a physical response.  
Sara Tanderup (2017) describes the collaborative potential of engaging with S. 
through a useful metaphor referring to the book as ‘a meeting place, a space of intimate 
communication between the readers’ (p51). Tanderup describes the interactive nature of 
S. as an ‘intimate’ platform for the reader and points out the uniqueness of this setting, 
offering a digital space for intimate collaborative efforts; digital space is no longer only 
aligned with notions of the public sphere and user anonymity. Instead the accessibility of 
dedicated forums, social media profiles and websites, both created by the authors and the 
fans, offer a unique project in which the complex narrative world of S. can be deconstructed 
and modified. S. operates in a similar manner to the expectations on the reader of the 
Gothic, in which the intended process is to work through the story locating the clues 
required to solve the mystery, aided by the inclusion of familiar Gothic tropes. In S., the 
reader not only engages with the mystery through the prompts within the book, primarily 
through the Gothic mode, as explored in the previous section, but also through the 
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expectation that the reader will engage further within the digital sphere, allowing a 
collaborative experience of world creation. 
To take Tanderup’s explanation of the collaborative element a stage further and in 
order to understand how the correlation between text and reader can be described as 
intimate, I turn back to the proposal that an extimate connection is structurally apparent. 
The means through which the storyworld bleeds into the actual world, through what I term 
a Gothic faultline, exemplifies a relationship in which the external (the storyworld evoked 
in the book) and the internal (the reader’s affective response) converge to provoke a 
physical response from the reader. In the previous section, I presented close readings to 
indicate how the Gothic tropes in the book began the formation of an extimate connection 
through the disruption of internal and external boundaries produced by the narrative 
faultlines that align the reader with the narrator in ‘Ship of Theseus.’ The uncanny manifests 
through the way in which the story enables the reader to undergo a feeling of intensity 
recognisable in the narrator’s own experience of the storyworld. To build upon this idea, 
the interactive and participatory nature of S., another trigger for the uncanny, develops 
through the encompassment of the digital sphere that extends not only beyond the page, 
but beyond the story itself. 
To begin a closer examination of how the book can be seen to encourage a collective 
reading enterprise, through the way the reader activates the storyworld and is allowed 
agency, it is important to examine the level of narrative that encourages the most active 
and dynamic interaction from the reader. Jen and Eric’s margin notes directly challenge the 
reader to discover the mysteries presented in ‘Ship of Theseus’, Caldiera’s footnotes, the 
inserts, both alongside the pair but also into the actual world beyond, via digital platforms. 
In the opening of the novel, Eric and Jen’s margin notes explain the inclusion of the EOTVOS 
wheel and how they intend to explore the footnotes to crack the various codes. 
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The physical inclusion of the wheel is intended to allow the reader the opportunity to work 
alongside Eric and Jen, especially as they do not always reveal the solutions to many of the 
suggested codes. In Eric’s comment relating to the use of the wheel he only mentions 
‘latitudes’ (p3) and many readers have taken to online forums in order to discuss the 
possible interpretations of how to use the wheel without reaching any concrete solutions.xviii 
However, to discuss the possible solutions to the codes would detract from my argument 
here as it is not the solutions but the reader’s active participation within the storyworld 
that is at stake here. 
On one hand, the expectation placed upon the reader to engage with the text in 
order to fully comprehend all the layers of mediation exemplifies the ‘collective’ aspect of 
the faultline revealed through the footnote and the inclusion of the wheel. On the other 
hand, due to the cryptic and often challenging codes contained within the book, many 
readers will turn to the Internet to locate solutions and answers to the problems posed or 
avoid them altogether. If the reader searches online for a solution, it is evident that a 
collaborative process is inevitable as the forums found online can be used by readers to 
discuss and formulate new readings of the book. In order to demonstrate the importance of 
the collaborative reading enterprise as a development of the expectations placed upon the 
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contemporary reader. Firstly, by locating the Gothic faultline that gives rise to a physical 
response, then the collective process which finally gives way to the collaborative aspect of 
the storyworld creation.  
The collaborative endeavour that develops and modifies the storyworld of S. can 
initially be traced throughout the ontological layers of the narrative storyworld. Katarina 
Svedberg (2017) proposes three layers of collaboration: beginning with Doug Dorst and JJ 
Abrams as creators of the book; then the partnership of Straka with Caldiera to form ‘Ship 
of Theseus’, and finally Jen and Eric’s quest to make sense of the former (p39). These 
partnerships work synchronously to mediate and make sense of the layer that precedes their 
inclusion and yet I believe Svedberg has overlooked the most crucial partnership. It is the 
collaborative endeavours of the reader found in online forums, blogs and social media 
platforms that makes S. a collective and participatory effort. To follow Svedberg’s argument 
a little further in order to expand upon my own reading, she posits that ‘the novel 
problematize[s] how the search for the author can never be truly solved, but instead […] 
our identities are constituted by the texts we produce’ (p40/1).  In this sense, as explored 
in the Introduction, the twenty-first century novel presents the opportunity to reassess the 
role of the reader. Barthes’ exploration of reader response, particularly in S/Z (1974), 
although a historical work now, offers a useful language framework to discuss the 
contemporary experience of negotiating what Barthes labels ‘writerly texts’ (p5). The 
writerly text, a concept evident within the structure and influences of the multimodal 
novels I examine, promotes a re-birth of the reader through the level of participation 
required to engage with a storyworld. However, I argue this relies on the author consciously 
employing the Gothic as a technique in order to stimulate the collaborative and collective 
reading enterprise. As this next section will demonstrate, the multimodal form of the novel 
presents a compelling argument for a re-examination of the role of the author and the 
reader. 
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The ‘re-birth of the reader’ can be explained through the process of changes that 
have occurred in terms of the expected narrative participation and world building, or 
modifying, increasingly encouraged by the twenty-first century novel. In S., the symbolism 
of the monkey through the course of the narrative can be interpreted as a vehicle for 
negotiating the reader’s journey through the storyworlds. In the first instance, the monkey 
is mentioned by Caldiera in the foreword as she describes the ‘proverbial million monkeys’ 
(pix) in reference to some of the more outlandish contenders for Straka’s true identity. 
Thereafter, the monkey appears at regular intervals as both a character in ‘Ship of Theseus’ 
and through imagery found on the inserts and in the marginalia. Many readers, including 
Shipman (2013) have identified the monkey as a double of the narrator S, and as a symbol 
for the reader’s experience of negotiating the book. I have found that the latter reading 
offers an interesting perspective on the participation required by the reader. I therefore 
posit the monkey as another faultline, enjoining the reader to engage with the imagery 
beyond the text through the extimate structure of the storyworld that forms a connection 
between S, the monkey and thus, the reader. 
When S is abducted from a bar by a man whose face ‘resembles a face that his mind 
pictures as his own’ (p24) the figure of the döppelganger arises and furthers the uncanny 
fusion of the familiar with the unfamiliar from S’s perspective. S is carried outside on the 
shoulder of his captor and notices a monkey running through the street with ‘two brutish 
men chasing the creature’ (p25) and thinks to himself ‘Run, monkey. Run.’ (original 
emphasis, p25) In this instance, the monkey’s predicament mirrors that of S as both are 
being pursued by unknown men with mysterious motives. Just as the monkey is urged to 
run, the reader is encouraged to follow by remaining persistent in their active engagement. 
The interruption of the monkey may also act as a reminder to the reader to examine the 
narrative from multiple perspectives as it seems to act as a voyeur to the action, particularly 
when it is seen on the boat S is forced to embark. 
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The monkey is again sighted by S ‘launch[ing] itself down to the deck’ (p62) during 
the storm that ostensibly doubles Poe’s story ‘A Descent into the Maelstrom’ through its 
depiction of challenging spatiality and sublime pathetic fallacy. S describes the storm as ‘a 
terrifying marvel, a marvellous terror […] half-stricken, half-fascinated, watches what might 
be imminent oblivion’ (p64). S’s response to the storm is very similar to the narrator in Poe’s 
story, who views the maelstrom with ‘awe, horror and admiration’ (p405) as explored earlier 
in the chapter. The intensity with which both narrators encounter the experience is 
translated to the reader, not only through the Gothic affect generated by the uncanny, but 
also the recognition of the familiarity of the scene, assuming a knowledge of Poe’s narrative. 
The narrator in S. describes the moment the ship hits the storm:  
The ship soars over a creaming head of a wave, and then all is weightless, and then 
there is the crash into the trough, and S. lets the impact carry him up, up, into the 
blinding churn of foam and rope and splinter and scream, and he himself is sailing, 
sailing until the raging sea rushes to meet him. (p65) 
This passage bears a striking resemblance to Poe’s short story, so much so it seems that the 
creators have consciously ‘borrowed’ from Poe in order to allow the reader to bridge a 
connection between S. and ‘A Descent into the Maelstrom.’ In ‘Maelstrom,’ the narrator 
relates the moment of impact with the storm,  
I knew very well that we were doomed, had we been ten times a ninety-gun ship. By 
this time the first fury of the tempest had spent itself, or perhaps we did not feel it 
so much, as we scudded before it, but at all events the seas, which at first had been 
kept down by the wind, and lay flat and frothing, not got up into absolute mountains. 
(p64) 
The language used to describe the moment the ship meets the storm means that ‘Ship of 
Theseus’ echoes Poe’s much earlier story, or possibly a reconstructed version akin to the 
Theseus paradox. Arguably, this is another means through which the creators of S. attempt 
to activate the reader as participant by seemingly presenting a directly plagiarised passage 
from an author that I have already demonstrated was the original creator of the reader 
participation examined in this thesis.  
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The extimate relationship between the two stories, encountered as uncanny echoes 
through their explicit similarities, is yet another point at which a faultline can be observed, 
which is intensified by Caldiera’s footnote discussing the authenticity of an alternative and 
fictional literary connection. She claims that Straka may have sourced material from a 
writer named ‘Covarrubias’xix before questioning the reliability of this information; another 
way in which the fictional and the actual world merge, as the reader can authenticate and 
thus expose the fictionality of Caldiera’s interruption. On the other hand, the footnote may 
intend to make yet another reference to Poe’s story as he utilised footnotes to direct the 
reader to real world texts to extend the scope of his storyworld. In ‘Maelstrom’ the reader’s 
attention is drawn to Archimedes’ work on spheres, cylinders and vortexes: an optional 
external resource for the reader that may affect their perception of the storyworld 
contained with the pages of Poe’s short story. 
The aforementioned storm sends S overboard, as the reader, via S, is led to believe 
the ship has been destroyed along with all the crew and the monkey. Nevertheless, the ship 
is reconstructed several times over the course of the book and positions itself as a ghost 
ship of sorts, but the crew only survive this first instance. In its second and last form, only 
the ship and the monkey return. The ship as a constantly mutating and regenerating symbol 
of belonging for S becomes a further motif for the reading experience generated by the 
novel. This can be seen most clearly in the scene where S visits a woman on Obsidian Island 
and is given a book with the distinctive ‘S’ on the front that is found throughout the pages 
and even on the sleeve the novel is kept in. Within the book, S finds, ‘on the first page […] 
a charcoal drawing of his ship […] an earlier version’ (p290). The book catalogues the 
modification and reformulations the ship has undergone and each of these alterations 
‘widens the gap between what was intended and what turned out to be.’ (p291). If the book 
S is given is regarded as a metaphor for the reading and writing process necessary to create 
a book like S., the revisions, modifications and re-workings highlight the choice enabled for 
the reader in terms of their input. By drawing attention to the manuscript as a book that 
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exists within S’s storyworld, the uncanny can be seen to arise in a similar manner to House 
of Leaves in which Navidson reads a book titled ‘House of Leaves’ but must burn each page 
to create enough light to read the next. As mentioned earlier with reference to the cave 
paintings, the creators of S. seem to draw our attention, once again, to the importance of 
negative space and the gap between intent and content. In the narrative, S realises that he 
too has a choice about his journey and decides, this time it seems of his own free will, to 
return to the ship. This can be read as a comment upon the reader’s participation as a 
struggle but necessary endeavour, much like S’s path. 
The level of choice indicated in this passage through the faultline created by the 
inclusion of the book ‘S.,’ is reiterated when S boards the ship noticing that ‘if the monkey 
is aboard it does not reveal itself’ (p294) alongside a margin note from Jen pointing out that 
the lack of intrusion by the monkey emphasises S’s solo decision. To draw on this in terms 
of the monkey as a guide for the reader, it could also reveal that the storyworld is not 
completely at the mercy of the reader’s choice. There are options to modify the content, 
particularly through the digital accompaniments, but this would remain an alternate path 
instead of a rewritten history. Alison Gibbons draws on this strand of thinking when 
discussing the margin notes as she claims, ‘Eric and Jen’s complete shared reading is 
composed of something more like a mosaic of spatiotemporal actualities’ (2017, p326). To 
borrow the term ‘spatiotemporal actualities’ for a moment, Gibbons draws attention to the 
reading process as offering choices and alternatives rather than a static and all-
encompassing change to the storyworld. This is a crucial element of the collaborative 
reading process, which I will demonstrate as a conclusion to my reading, which is actualised 
and concretised in the final chapter of Dorst and Abrams’ book. 
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‘And what ends there shall once more begin…’  
“They’re just words, they didn’t cost me anything. 
So much for sincerity.” 
Dorst & Abrams (2013) 
 
The last section ended upon a contemplation of the level of agency the reader has over the 
storyworld of S. In this final part, I draw upon Alison Gibbon’s (2017) reading of S. in which 
she locates the digital storyworld expansion as a site of reader engagement and 
participation, realised through the final chapter: ‘Ships of Theseus.’ The pluralised form of 
‘Ships’ in the chapter heading indicates the possibility for multiple interpretations made 
accessible via the discovery of Dorst’s so called “original ending” posited as being written 
by Straka and thus promoting the contemporaneous existence of multiple versions of the 
story. The very existence of two endings surely draws attention to the redundancy of 
locating a single identity for the author as many postmodern texts have done in the past. 
Nevertheless, the re-birth of the reader can only progress if the dependency on authorship 
as a mark of authenticity becomes a historic concept and arguably the creators of S. begin 
this movement as they ‘problematize how the search for the author can never truly be 
solved, but that instead we can consider our identities as constituted by the texts we 
produce’ (Svedberg, 2017, p 40/1). Svedberg’s argument can be drawn upon effectively if 
we consider that rather than helping constitute individual identities, the novel seeks to 
constitute the identity of the collective reader, through the collaborative nature of the 
storyworld. Thus, the postmodern preoccupation with the death of the reader develops in 
a different direction as the readership is offered the equivalent agency of authorship as the 
book is a collaborative effort at all levels. 
From the very beginning S. situates itself as a collaborative endeavour, as this 
chapter has discussed in relation to the entire storyworld, inclusive of both the interior and 
exterior formations. Gibbons regards the physical novel as ‘the centre of this transmedia 
storyworld, all of these media texts exist in a relational network with the book and 
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contribute to real readers’ experience of the storyworld’ (2017, p336). Signifying the 
importance of reading as a collective process, not only through the option to engage 
physically and digitally with the book, but also through the symbolism of the monkey and 
the ship, presents the potential inherent within this form of storytelling. Just before the 
final descent into Vèvoda’s wine cellars, which double as another cave system and thus 
reemploy the Gothic: a map is printed showing the location of Vévoda’s estate. The hand 
drawn map the reader is told, was not in the original manuscript and was added by Caldiera 
before publication:  
 
Then, a few pages later, Sola says to S: ‘It’s part of the tradition […] but it doesn’t have to 
be,’ (p406) when he looks to sew his mouth shut once more. The ending of the book becomes 
a championing of the ways in which tradition, in this case of the novel, is subject to change 
and alteration; a choice not a constraint. As such, S. can be seen to embody this notion in 
relation to the process of reading and writing because it demonstrates the possibilities for 
the novel if the traditional boundary of the book as purely material object and the reader 
as passive consumer, can be renegotiated.  
In comparison to Caldiera’s ending which sees S and Sola sail away after killing 
Vèvoda and finally gaining their freedom, Straka’s conclusion is much bleaker leaving Sola 
dead and S alone, possibly dying, next to the monkey that has followed him throughout. 
Straka’s ending once again utilises the second person to situate the reader’s comprehension 
of this scene from the point of view of the monkey and thus directly aligns the reader with 
the monkey as a storyworld double. The final lines of this version read, ‘all this time, there 
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has been something essential about him you have failed to understand’ (Dorst, 2014). An 
essential understanding of the monkey seems to be its connection to the reader as a form 
of internal manifestation within the storyworld; an uncanny double. And yet, if the 
revelation is perceived as the moment in which the reader’s agency is removed, through 
the suggestion that his or her reading was constructed through the authors’ use of the 
monkey, the interior and exterior faultline becomes evident and the structurally extimate 
formation of the storyworld is severed. In this case, the significance of the monkey is 
transformed because when it is finally caught and occupied by the reader, it destroys any 
possibility for further storyworld development. The pursuit of the monkey ends and so does 
the reader’s role.  
Alternatively, through Caldiera’s ending, a more hopeful and productive vision of 
the reader’s role is offered. Caldiera confesses, in one of her final footnotes, that she has 
rewritten the ending in line with what she believes Straka would have desired, albeit 
subconsciously. Eric remarks upon this revelation and declares ‘They are co-creating their 
story’ (Original emphasis, p437), emphasising the collaborative endeavour’s beginning in 
the primary layer of the storyworld, whilst subsequently clarifying Eric’s reading that the 
story of S and Sola become that of Straka and Caldiera, as she believed it should have been. 
The moment at which Caldiera takes over Straka’s writing is ambiguous, as although the 
ending published by Dorst suggests a precise location, in the margin notes Jen states ‘See? 
This whole final sequence was hers. From the monkey’s appearance on’ (p455). On one 
hand, if Jen’s statement is taken as truth, the monkey becomes even more significant as 
she illuminates possibilities for storyworld creation and alteration by engaging with the 
image of the monkey, if it does operate as a sign of external influence or alteration. 
Coinciding with this approach, a few pages earlier Jen and Eric discuss the relevance of the 
monkey, although it is not clear which one.xx Their discussion supports the idea of the 
monkey as representation of the reading experience: 
J: Imagine if you’d known about the monkey back then. 
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E: I would have loved it […] It’s extremely cool how the words can stay the same but 
their meaning can change. 
J: Because the reader changes. 
E: Exactly (p434) 
The monkey, in this instance, can be seen as a metaphor for the way in which a collaborative 
text, such as S., allows the reader to develop in correlation to their perception of the 
storyworld. Therefore, whether Caldiera’s ending begins with the appearance of the 
monkey, or at any of the points in which it seems the perspective shifts, is a moot point. 
The acceptance of the book as a collaborative endeavour and the possibilities this allows 
for seems to be the underlying and crucial message at stake within the novel. 
 Thus, the plural form of ‘Ships’ in the title and the ship that S sees through 
Maelstrom’s binoculars in Caldiera’s ending, signifies the importance of a collective reading 
endeavour both within and beyond the storyworld. S’s recognition of the other ship as ‘one 
of theirs’ (my emphasis, p456) alongside the final margin annotations: ‘come in here + stay. 
Ok.’ (original emphasis, p457) seems to leave it to the reader to continue ‘following the 
monkey’ as the multiplicity of possible readings and retellings of the book are clearly 
encouraged. Some readers have read the strikethrough of Eric’s ‘Ok’ to mean that the 
couple did not find their happy ending beyond the margins of ‘Ship of Theseus.’ In 
opposition, it seems to me that by crossing out his response, Eric is marking the end of his 
and Jen’s collaborative endeavour and are thus passing the torch to the next collaborators: 
the readership.  
My interpretation can be used to suggest that the contemporary reader’s work is 
never complete and that the infiniteness of coexisting layers within the storyworld of S., 
made possible and accessible through its reliance on digital platforms to expand the 
narrative, will continue to grow ad infinitum, and made all the more plausible by the regular 
updates made to the digital canon five years after its release. Nevertheless, the physical 
form of the novel at the heart of this storyworld means the digital and the physical must 
continue to coexist and work in harmony to further the collective and collaborative reading 
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endeavour made possible by multimodal fiction. It is also important to reiterate the 
significance of the Gothic as a vehicle for enabling this collective reading enterprise.  
So far, this thesis has demonstrated the ways in which the Gothic activates the 
reader to allow for the level of engagement and collaboration made possible when a novel 
becomes multimodal and thus partly digital. Yet it is the Gothic that begins this process 
and, as the repeated phrase warns, ‘What begins at the water shall end there and what 
ends there shall once more begin.’ (original emphasis, p12). If this is descriptive of the 
potential the digital can offer to the contemporary reading experience, the novel no longer 
ends with the last page, but is enabled to ‘begin again’ via digital platforms, forwarding an 
ethical turn towards collective responsibility, if only in the fictional realm. Thus, to return 
to the Theseus paradox discussed at the beginning of the chapter, is it the book, especially 
the final chapter/s, that raise a similar paradox through the use of the same story with 
multiple endings, extended storyworlds, and supplementary material from both the authors 
and the fans? Arguably yes, but as I have demonstrated, it is not the substance of the story, 
as Locke argues, but the consciousness of the readings it enables and the collaborative 
opportunities this promotes, that defines human identity and thus the re-birth of the reader. 
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Chapter Four   
 
Zachary Thomas Dodson’s Bats of the Republic (2015) 
 
 
Into the Back of the Nightway 
“Open it now”  
Zachary Thomas Dodson (2015) 
 
Zachary Thomas Dodson’s Bats of the Republic: An Illuminated Novel (2015), the most 
recent example of a multimodal text that this thesis will investigate, draws upon many of 
the experimental and artistic features indicative of the collaborative reading process set 
out over the course of this project. Dodson’s novel has many of the unique elements of the 
multimodal novel that make it a significant text to end this thesis. Consequently, I will use 
this final chapter as a space to explore the possibilities for the future of the multimodal 
novel and the opportunities these types of novel present for collaborative experiences 
across a range of media, through the effective and affective use of Gothic tropes. The 
subtitle ‘an illuminated novel’ reveals the influences of the visual style employed by 
Dodson, harking back to illustrated texts of the medieval period in which artists were 
commissioned to add decorative letters and borders to a manuscript, and sometimes to 
depict entire scenes from a narrative, such as Geoffrey Chaucer’s The Canterbury Tales 
(c1387-1400). Unlike its medieval equivalents in which images and decoration appeared as 
supplementary aesthetic additions, Dodson ‘illuminates’ his novel in a multimodal format 
meaning that the visual elements are as crucial to the plot as the language on the page.  
 Spanning three hundred years, the narrative of Bats of the Republic offers a 
dystopian vision of a nightmarish future America, ravaged by a global war and severed into 
partitioned city states organised through a ‘life phase system’ in which different age groups 
  151 
must live in their designated community. Three hundred years in the past, Zadock Thomas 
carries out the delivery of a letter for his betrothed’s father, whilst recording natural 
observations regarding new species of animals and plants found in the uninhabited desert 
of Texas in 1843. Part novel of manners and part Victorian epistolary narrative, like its 
temporal fragmentation, the book is also split into various medias in a very similar manner 
to S. (2013). Newspaper clippings, drawings and handwritten annotations are juxtaposed 
with audio logs, maps and even a secret letter that promises to connect Zadock’s story with 
his future kin, Zeke Thomas, the protagonist of ‘The City State.’ A modernized, yet 
distinctly nineteenth century in its depiction of steam power, the “novel” ‘The City State’ 
is written by E. Anderson: supposedly the mother of Zadock’s fiancée Elswyth. In short, the 
book depicts both Zeke and Zadock, and their respective partners – Eliza and Elswyth – as 
they attempt to save their relationships, survive the tumultuous world around them and 
ultimately for Zadock to deliver and Zeke to receive a mysterious letter included as a 
physical insert at the back of the novel in a sealed envelope marked ‘do not open.’  
 Structurally, Bats of the Republic shares many similarities with S. and House of 
Leaves (2000) due to the multiple layers that form the novel and its ‘found manuscript’ 
format. In this case, Dodson’s novel presents a range of documents gathered by Eliza’s 
father, Henry Bartle, to solve the mystery of Zeke’s bloodline, locating whether he is truly 
the son of Zadock and Elswyth. For this book, it is necessary to begin with an examination 
of the ‘peritexts’ (Genette, 1997) which offer the first indication of some of the mysteries 
that will unfold through the course of the narrative. Similar to S., the ambiguous and coded 
elements included within the narrative layers are not, on the whole, solved within the book 
and thus offer the reader an opportunity to engage with them independently or in 
collaboration with other readers via digital platforms, such as Reddit, which I will discuss in 
the third section of this chapter.  
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Beginning with an examination of the front of the dust jacket, as the image below 
attests, the front is seemingly mirrored on the reverse; however, the content is not 
identical. 
 
Subtle differences can be found on the reverse of the dust jacket, most obviously the 
alternate title ‘Back of the Nightway.’ Also, the mythical white bat illustrated in the middle 
of the cover on the reverse acts as a reference to Zadock’s later discovery of the creature 
in a cave system. Behind the bat is a wheel of contents with a constellation backdrop, all 
of which become relevant and embedded within the narrative through the course of the 
storyworld. The most noteworthy difference though is the blurb: the front facing description 
focuses on the male protagonists of the novel (Zeke and Zadock Thomas); whereas, the 
reverse forefronts the female leads (Eliza and Elswyth Gray), albeit written backwards to 
pose another challenge to the reader (see appendix-I). I will return to these narrative clues 
as they become relevant to my analysis in order to first locate the narrative layers in relation 
to the plot.  
 From the outset, the reader is presented with pages that seem to mirror each other 
but include subtle differences upon closer inspection. The family lineages, another example 
of a peritext surrounding the storyworld, introduce the characters by splitting the novel into 
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two temporal halves: 1843 and 2143. One side is printed in black ink with an illustration of 
a tree displaying the heritage of characters that exist within the storyworld of Texas in 
1843. On the other side, printed primarily in green ink, is the image of a steam-powered 
watchtower used to display the names of the characters within the dystopian future of Texas 
in 2143. The only visual connection across the two pages is through Henry Bartle, illustrated 
via a green line that leads to a black sword plunging into the inner workings of the 
watchtower. On the other side, a green bat can be seen emerging from a nook in the tree, 
visually indicating a permeation of the storyworlds despite their temporal separation of 
three hundred years. At this early stage in the novel, the bat ostensibly refers to the image 
on the dust jacket which is shown in reverse on the opposite side, offering further support 
to this reading of the family tree.  
The prologue, also presented in mirrored form, consists of a handwritten note on 
one page and its typed equivalent on the other. These handwritten documents appear 
throughout the novel forming Zadock’s epistolary layer, although his letters appear in a 
typed format more consistently. In the previous chapter, handwriting printed within S. 
points towards anxieties surrounding the publicly accessible nature of digital 
communication. Sara Tanderup (2017) examines Eric and Jen’s margin notes and views them 
as a signifier for the confidentiality and intimacy handwriting can evoke as a more secure 
and private alternative to social media, email and SMS messaging. In the dystopian future 
setting of Bats of the Republic, writing by hand has been banned leaving only a few with 
the ability to write, allowing them to converse in secret. Eliza is one of the only characters 
with the ability to write as she reveals, ‘it is such a shame that the art of handwriting has 
been done away with […] my father didn’t think that was right so he taught me how to make 
the letters at home S L O W L Y’ (original emphasis, p72). Eliza’s description takes on a 
visual quality through her spacing of ‘slowly,’ demonstrating the effort required for her to 
develop a skill most reader’s take for granted.  
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The effort required to gain the skill and the danger implicit within this form of 
communication pervades Eliza’s writing as she expresses her excitement, but also anxiety 
to her friend Leeya: ‘as long as we don’t get caught!!!” (p72). The idiosyncrasies of Eliza’s 
handwriting, such as the block capitals she uses, and the informal, conspiratorial tone 
employed, contrast with some of the more formal elements of the text. For example, 
Zadock’s letters and Henry Bartle’s memoirs use formal prose in standard grammatical form, 
lacking the intimacy evoked through Eliza’s familiar and informal tone. On the other hand, 
Eliza’s notes are comparable to the handwritten notes in S. which depict the developing 
intimacy between Jen and Eric in contrast to correspondence found as a collection of inserts 
including letters and postcards.  
In Bats of the Republic, the notes written by Zadock in 1843 are love letters to his 
fiancée Elswyth, whereas the majority of the notes that Eliza writes are constructed to 
evade the authorities that supposedly monitor all forms of communication. Eliza writes: ‘I 
wish I could pick up the phonotube but given everything that is happening that would be 
foolish’ (p180). The mention of the ‘phonotube’ (a type of phone that is powered by steam) 
as a foolish means of communication not only demonstrates the paranoia surrounding 
technological objects of communication, albeit an analogue version in this instance, but 
also infers towards the representation of communication technologies as publicly accessible 
and dangerous.  
The purposes of the multiple examples of handwriting in Bats of the Republic, 
discussed in greater depth in the next section of this chapter, with more dangerous methods 
of communication such as the phonotube, offer a means through which readers can engage 
with anxieties surrounding the replacement of handwriting with word processors and the 
implications on privacy and intimacy when oral communication is monitored. Moreover, the 
physical depiction of handwriting in the book can be examined in terms of its multimodal 
capacity including authenticity and possibilities for interpretation due to the slight 
differences between the handwritten notes and their typed equivalents. The same is true 
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of the typed phonotube transcripts included within the novel as Zeke’s narration is often 
interrupted by hand signals when language is deemed unsafe, as seen in the image below: 
 
It is important to note that the letters Eliza writes do not have typed counterparts, perhaps 
revealing their illicit status due to the lack of a carbon copied double, but also evoking an 
intimacy between storyworld and reader making them complicit with the deception. The 
illegality of handwriting is coupled with the necessity for all written and typed documents 
to be carbon copied and archived within the ‘Vault of Records’ in the future Texas of 2143, 
according to the law of the Texan City State that Eliza and Zeke occupy. 
In his letters to Eliza, the daughter he was forced to abandon, Henry Bartle reveals 
his position within the City State as a Historian for the Vault of Records which he helped 
construct:  
It was lucky I was given the role of Historian. I have kept the records. Tended them, 
pruning extraneous information, debugging biases, and training the long straight 
branches so that plain truth emerged. […] I thought there were principles. Rules to 
govern which facts should endure and which should dissolve into dust. But now I see 
my criteria were arbitrary. I chose objects or moments, and they become real.  I 
draw worlds from crumbling stacks of paper, and they are given meaning through my 
careful attention. (p34)  
Considering my earlier discussion in which I noted Bartle’s narrative to be the only one that 
spanned both the Texas of 1843 and 2143, through his appearance on the family tree, he 
seems to occupy a similar subject position to Pelafina in House of Leaves, albeit more 
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explicitly. Bartle appears to be the puppet master ‘draw[ing] worlds’ and choosing 
‘moments’ to make them real and refers to his shaping of the records as allowing ‘truth’ to 
emerge. Yet his description of the way he ‘prunes’ and ‘debugs’ serve to highlight his 
unreliability and therefore the importance of the reader’s role in making sense of the text 
he seems to have put together. There may also be intertextual references implied through 
the name Bartle, to Herman Melville’s short story, ‘Bartleby, The Scrivener’ (1856). Melville 
is known for creating storyworlds that are almost impossible to interpret in terms of a single 
truth, and this story in particular is still debated to this day due to the confusion and 
questions provoked by the strange story. 
 Bartleby is not the protagonist of Melville’s story, but an employee of a lawyer who 
acts as the narrator. Bartleby becomes the lawyer’s most diligent worker until one day he 
refuses to carry out a simple task and from that day on becomes unwilling to do the most 
basic actions such as eating, choosing instead to sit and stare at the wall. Writing at a similar 
time to Poe, although without a preoccupation for the Gothic, the narrative is unsettling 
primarily through the narrator’s telling of the events. Presenting the experience, the 
lawyer’s cold and unemotive tone alongside his penchant for ‘collecting’ scriveners with 
idiosyncrasies that he seems to delight in observing, an unsettling trait. Even to the most 
minute detail of their characteristics, the lawyer’s depiction of his employees is comparable 
to Dodson’s character Bartle and his distant, but curious style. Henry Bartle could be seen 
as fulfilling the role of Melville’s author in his collection of threads which he weaves 
together to create Bats of the Republic, if we view him in a similar role to Danielewski’s 
Pelafina as overarching storyteller.  
Another possible influence could be Sir Henry Bartle Frere (1815-1884) who had a 
successful and celebrated career in India as the governor of Bombay. His career ended in 
humiliation and disgrace due to his responsibility for invading Zululand and igniting the First 
Boar War. The historical figure bears some resemblance to Henry Bartle of Dodson’s novel 
if we consider Bartle’s success in constructing the Vault of Records before ending his career 
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in disgrace when he is revealed to be homosexual: the reason Eliza was removed from his 
care. These possible influences illuminate the endless connections the multimodal novel can 
have, even through the use of names and life events, as was the case in House of Leaves 
through Navidson’s similarities to Kevin Carter as discussed in Chapter One. 
 The multimodal structure of the novel, distinguishable through the visual and 
narratorial changes that differ depending on the narrative layer unfolding, has an impact 
on the reader’s comprehension of the storyworld, particularly the ending. Depending on 
how an individual interprets the relationship between the storyworlds, the visual form will 
offer new insight upon further consideration. Although during the first read-through it is not 
apparent, the prologue offers an indication of how the novel will end and the composition 
of the temporal zones that at first seem isolated, and yet inextricably connect, as I will now 
discuss. Zadock’s prologue describes the aftermath of ‘the third massacre I’d witnessed’ 
(pxi) as he attempts to survive in order to deliver ‘the letter […] into his hands.’ (my 
emphasis, pxi). It is unclear who the narrator is referring to and what the letter he must 
deliver might contain, all of which offer up the initial lines of enquiry for the reader to 
follow into the narrative beyond the prologue.  
The letter mentioned by Zadock is an artefact the reader must physically confront 
and is included at the back of the book in an envelope as seen in the images below: 
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The wheel of contents and the front facing blurb command the reader to ‘OPEN IT NOW’ in 
reference to the sealed letter. Moreover, the contents page directs the reader to a section 
of ‘The City State’ narrative in which the same phrase is emblazoned across what is referred 
to as ‘the barrier’ (p130). It is the barrier that marks the point at which the city state ends 
and the lands beyond, a forbidden zone with a penalty of death for those that are caught 
leaving, begin. This is significant because the physical structure of prohibition is branded 
with a command that allows the reader to traverse the temporal zones in the novel by 
turning to the end, an important point which I will pick up on later in this chapter. All the 
way through the storyworld, the reader is reminded of the letter at the back of the book: 
an uncarbon’d document inherited by Zeke upon his grandfather’s death. The authorities 
pursue Zeke and his loved ones in order to access the letter, although for much of the book 
the letter is missing and unread, marking it as an absent signifier. Accordingly, readers are 
aware that at any point it is possible to open the envelope and read it for themselves, 
functioning as an uncanny reminder of the reader’s autonomy and thus a physical faultline 
interrupts the coherency of the storyworld, offering readers the chance to move straight to 
the end of the book. 
 In a similar manner, the peritext included at the beginning of House of Leaves warns 
the reader ‘This is not for you,’ cautioning the reader through the use of direct address. 
This imperative activates the reader in a similar manner to that described by Garratt 
Stewart through his formulation of ‘Reading the Gothic’ (1997). From the very start, readers 
are offered a paradoxical challenge, invited to turn the page if they dare, whilst 
simultaneously being turned away by an unknown yet commanding narrative voice.  It is 
thus the role of the reader to solve some of the complexities of the novel in order to prove 
that it is ‘for you.’ Alison Gibbons (2011) offers a useful analogy to describe the effect of 
the peritext, explaining, ‘Danielewski’s literary (-linguistic and – multimodal) manoeuvres 
entice readers inwards. His use of direct address brings semi-permeability into effect, 
working not to alienate the reader through ontological distancing, but engage them in an 
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active performance’ (p30). Gibbons describes the process of engagement through the notion 
of ‘ontological distancing’ as a means to encourage the reader to access the novel as an 
immersive and interactive opportunity.  
In the same way, Bats of the Republic’s paradoxical declaratives ‘OPEN IT NOW’ and 
‘DO NOT OPEN’ make the reader aware of the choice, and, as stated previously, conscious 
of their autonomy within the ontological layers of the storyworld, an unsettling and uncanny 
realisation. Accordingly, these uncanny moments of active participation operate as a Gothic 
faultline in their ability to highlight the construction of the storyworld and to demonstrate 
the collaborative potential within. Their Gothic nature is implicit in the threat inherent in 
the readers’ dismissal of the warnings presented: if you enter this space terrible things will 
happen both within and outside the storyworld. 
 The letter, then, acts as a physical faultline haunting the reader’s experience of the 
novel as the desire to read it immediately competes with the knowledge that it should not 
be read until the end, as the note on the facing page warns, ‘Here is the file. It is all I have 
to give. DON’T OPEN unless it’s the end.’ (p444). The imperative warns the reader not to 
open the letter ‘until the end’ which is ambiguous in that it may either refer to the end of 
the book (if read literally) or the end of the character’s existence within the storyworld, if 
the end is a euphemism for death. Therefore, the reader is presented with three choices in 
terms of the letter and whether the “right time” to open it will be made apparent. If the 
city state is to be heeded it should never be opened as the reader, by way of the characters’ 
treatment of the document, are led to believe that the material inside would disrupt the 
stability of the storyworld. On the other hand, the reader could open the letter when 
commanded by the book, either in the blurb, the contents, or the graffiti on the barrier. 
Alternatively, a final option is to open the letter once the book has been read following a 
linear progression through the novel. 
Reader autonomy within multimodal novels is a theme that connects all of the books 
this thesis has examined. In House of Leaves, the reader is able to choose whether to read 
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the appendices whilst trying to navigate the intensely complex narrative and physical 
structure of the novel. S. allows readers the opportunity to pursue references to the real 
world through digital platforms in order to acknowledge the authenticity of the accounts 
and to gain access to the supplementary canon connected to the integral storyworld the 
book contains. Ellis’ Lunar Park employs metafictional and autobiographical references, 
featuring the author as the central character, referring to his own writing process and his 
collection of works and characters, and thus encouraging the reader to examine his life 
more closely in order to distinguish fact from fiction. These textual examples give the reader 
the agency to shape their experience of the storyworld and the opportunity to collaborate 
with other readers, as the third section of this chapter will demonstrate.  
 Whilst the genre of the novel is difficult to pinpoint, it is again the implementation 
of traditional Gothic tropes including the labyrinth, the supernatural and the theme of 
inheritance that I will identify in order to examine the physical manner in which the reader 
activates their role within the storyworld. The prologue, which we soon find out was written 
by Zadock Thomas at the end of his journey, offers an indication towards the Gothic themes 
that are to be found within the novel. Zadock remarks ‘I could see the streaming bats in the 
sky’ (pxi), evoking symbolism from classic Gothic novels such as Bram Stoker’s Dracula 
(1897) in which the Count is often sighted as a ‘a big bat’ (p119). In this instance, Bats of 
the Republic relies on the reader’s familiarity with the bat as a motif for the preternatural 
world. As such, the Gothic is activated at this early stage to ground the reader’s 
expectations in a form where participation is required. The döppelganger is also alluded to, 
although it is not evident to the reader until a second read-through, when Zadock states ‘I 
saw him and the veil fell from my eyes’ (my emphasis, pxi). Zadock, as we find out at the 
end, stands face-to-face with Zeke in this moment which operates as an uncanny instance 
of doubling. Throughout the book there are clues that would indicate the familial connection 
between Zeke and Zadock along with the sustained depiction of mimetic labyrinthine spatial 
and temporal zones as this example demonstrates.  
  161 
Zadock’s reference to a ‘veil’ falling ‘from my eyes’ (pxi) when he views Zeke can 
be interpreted in a number of ways relevant to this thesis’ positioning of the Gothic 
faultline. In the Introduction, with reference to Poe’s ‘The Fall of the House of Usher’ I 
examined the narrator’s description of seeing the house as removing a ‘veil’ allowing access 
to the unknown. The veil can be read as a boundary between the temporal zones of Texas 
in 2143 and 1843 in Dodson’s novel. It is through these structural and narratorial 
penetrations that the boundaries between inside and outside are demonstrably 
compromised: time is not linear, but a Möbius strip or an endless loop, extimate in that the 
inside and outside seamlessly form into one another. Thus, Zadock’s storyworld is no longer 
contained within the past and Zeke’s futuristic storyworld is able to bleed into Texas of the 
nineteenth century. A Gothic faultline is apparent as the reader’s uncanny experience of 
straddling the two temporal zones, which become recognisable in this single moment 
whereby the ‘veil’ is lifted. The structure of the novel depends on revelations such as this 
to maintain the Möbius strip effect of the two temporal threads, sustaining the convolution 
of inside and outside, fact and fiction.xxi In his review of the book, Keith Donohue (2015) 
describes the ‘disorientating and dizzying’ effect of reading the story ‘as the past and future 
converge in a kind of infinite loop.’ (washingtonpost.com). The ‘infinite loop’ or Möbius 
strip that forms the novel is a technique also employed by Danielewski’s House of Leaves 
(2000) as a means to expose the labyrinthine structure of digital platforms and the seemingly 
infinite pathways through the novel itself.  
Following the prologue is the title page for ‘The City State: Novelty of Future Times’ 
by E. Anderson. The plot follows the protagonists Zeke and Eliza in 2143 as they seek to 
prove their lineages in order to evade the authorities that look to capture and imprison or 
even kill the pair. Zeke’s impending role as senator of the City State, a hereditary title 
called the ‘Khrysalis,’ depends on his blood relation to the Thomas/Gray line, another gap 
bridged by the dual temporal threads of the novel. As such, the Gothic trope of inheritance 
can be seen to have a significant influence over the events in the book, a theme explored 
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in detail in both the Introduction, through my readings of Nathanial Hawthorne and Edgar 
Allen Poe, and Chapter Two in my analysis of Lunar Park. In this case, Zeke’s future safety 
and his ability to protect his loved ones from his megalomaniacal cousin, Bic, rests on Eliza 
and her father, Henry Bartle, to discover the truth of Zeke’s bloodline. A range of sources 
they find in the ‘Vault of Records’ become part of the wider narrative quest to prove Zeke 
is a direct blood relation of Zadock and Elswyth.  
In a letter to Eliza, Henry Bartle warns her that the existence of an uncarbon’d letter 
‘calls Zeke’s bloodline into question’ (p78) and gives her Xeroxed pages from the Victorian 
novel of manners ‘The Sisters Gray’ by L.W. Gray.  ‘The Sisters Gray’ is inserted into the 
pages of ‘The City State’ and visually resembles the photocopied pages of a hardback book. 
The story revolves around the blossoming relationship between Zadock and Elswyth as well 
as her domestic life with her father and sister. These pages are integral to the inheritance 
plotline because Zeke’s inherited role can only be made secure through proof that he 
descends from the union between the two protagonists of 1843. Thus, the past haunts the 
future due to the possibility that their union may not have been possible ‘unless Zadock and 
Elswyth had a natural child of their own’ (p212). This narrative thread bears a resemblance 
to classic Gothic novels such as Hawthorne’s The House of the Seven Gables (1851) in which 
Judge Pyncheon’s claim to the land he owns is challenged by a ghostly interference from 
his past. The insertion of the pages from ‘The Sisters Gray’ and Zadock’s letters juxtapose 
with the futuristic novel ‘The City State’ to present a physical manifestation of the past 
within the present and vice versa and thus the reader is able to visually experience this 
moment of haunting. 
To put the haunting of past and present into the context of my argument I look to 
N. Katherine Hayles’ (2008) delineation of the uneasy relationship print literature has with 
new media technologies. Hayles outlines the anxieties faced by authors of the print novel 
who face becoming obsolete in the context of digital innovations for both reading and 
entertainment. As a result, authors have responded with an ‘explosion of creativity’ (Hayles, 
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2008, p162) by engaging with new technologies in order to produce contemporary literature 
in new forms, such as the multimodal novel. Digital printing and design technology has 
enabled the creative outputs in a financially viable manner and yet Hayles points out that 
although contemporary authors are becoming reliant on the digital to remain relevant within 
the literary marketplace, they can also engage with strategies that serve to reject the 
digital. On one hand, texts can imitate the digital devices they seek to criticise as was the 
case in House of Leaves through the footnotes that operate as hyperlink feedback loops. On 
the other hand, the intensification of analogue and print features, such as including 
handwritten letters and postcards, as in S. which manifest a certain nostalgia for what Sara 
Tanderup (2017) labels ‘bookishness’ or, in other words, the aesthetics of a book in its 
previous incarnation. Somewhat ironically, this is only possible through the digital 
technologies used to create these novels. Hayles remarks upon this duality when she argues,  
Recursively intertwined, the two strategies [imitation and intensification] often 
appear together in the same text. Moreover, they tend to morph into one another, 
much as a Möbius surface goes from inside to outside to inside, so there is necessarily 
a certain amount of arbitrariness in labelling a given instance as either imitating 
electronic textuality or intensifying print traditions (p162/3).    
Hayles outlines the ‘arbitrary’ nature of distinguishing between the effect of the intrusion 
of the digital being reflective of the Möbius structure as a method of conceptualising the 
reader’s experience of the boundary between storyworld and actual world. In response, 
although highlighting the binary opposition of old and new media within texts is arbitrary, 
the competing nature of the media that appears to haunt Dodson’s novel is significant in 
determining the positioning of the reader within the storyworld. 
 To put Hayles idea into the context of Dodson’s storyworld in Bats of the Republic, 
he clearly champions print and analogue technologies due to the use of steam power and 
letters instead of electricity and digital technology. Even the city state of 2143 is notably 
empty of digital innovations and yet the form of the novel as ‘illuminated’ is completely 
dependent on the design and print technologies used to construct it, somewhat ironic when 
we consider the illuminated manuscript as dating back to the medieval period. Thus, the 
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uneasy relationship maintained between old and new media can be formulated through my 
conception of the Gothic faultline. The faultline, as I have demonstrated throughout this 
thesis, is a signpost for the moment that the storyworld and actual world collide through 
the reader’s activation of the Gothic. On one level, unstable temporality and spatiality can 
be read as Gothic faultlines drawing the reader’s awareness towards the construction of the 
plot in order to encourage interaction. In this case, the reader is positioned to observe the 
competing technologies, demonstrating the benefit of analogue and digital used in tandem 
as a mode of connectivity. 
The depiction of space and time as occurring simultaneously through moments such 
as when Zeke and Zadock see each other, create an awareness of the space between the 
two narratives as they merge, a moment in which the extimate structure of the storyworld 
becomes apparent as the reader experiences the interior of the storyworld whilst also 
remaining aware of the external elements of its construction. The nature of the Möbius strip 
is such that it should be impossible to pinpoint the moment that the inside becomes outside 
and vice versa. However, as this example demonstrates, moments of boundary transgression 
can be pinpointed within narratives through Gothic faultlines. In this case, although the 
temporal transgression does not become apparent until the second read-through, the reader 
is nevertheless exposed to a crack in the storyworld through the prologue. In part, the 
uncanny in this instance arises as the reader’s awareness of this faultline becomes apparent, 
which is not possible on the first read-through. The spectre of the knowledge remains in the 
recesses of the book until it becomes comprehensible. 
Uneasy pathways between old and new media are labyrinthine in their construction 
and depiction. Dodson uses this key Gothic trope as a means of activating a physical reading 
experience in which readers can directly participate with the content of the storyworld. 
The immersion required for a reader to participate within a storyworld is explored by Marie-
Laure Ryan (2003) as she critically examines immersion and the digital in relation to 
literature. Ryan states, ‘For a text to be immersive, then, it must create a space to which 
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the reader, spectator, or user can relate, and it must populate this space with individuated 
objects. It must, in other words, construct the setting for potential narrative action,’ 
(p14/5). One of the spaces that unites the texts this thesis explores is the Gothic symbolism 
of the labyrinth in its many forms: the impossible space in House of Leaves; the hauntings 
Bret experiences in Lunar Park that stem from the actual world; and the temporal ambiguity 
that coincides with the spatial disorientation found in S. As the next section will 
demonstrate, the labyrinth is used by Dodson as a structural element reminiscent of 
eighteenth and nineteenth century Gothic literature through the presentation of time and 
space as non-linear and yet navigable for readers and characters. The interactive and 
physical participation required of the reader in order to navigate the transgressive 
boundaries of the multimodal form of the novel is encouraged through the labyrinthine 
narrative layers. These pathways are then presented as a tool to awaken the reader to the 
collaborative potential of the multimodal novel. 
Digital platforms are evocative of the labyrinth, as the reader is able, and sometimes 
encouraged, to explore alternative pathways within the storyworld through both legitimate 
offshoots and fan-made content. Alongside this, the reader has the ability to fact-check 
claims made within the novel, to participate in community forum discussions and to navigate 
social media platforms. Returning to the thread of my argument, it is clear that familiar 
Gothic tropes including the bat, the double and the labyrinth are employed by Dodson to 
generate an active and participatory reading experience, a point I will explore in depth 
through the rest of this chapter.  
The mirroring of pages with altered content can also be a point through which the 
Gothic is activated. Their uncanny portrayal of documents that have been altered when 
digitally reproduced indicates the agency required by the reader to effectively navigate the 
storyworlds in which seemingly authentic documents are not to be trusted as authentic or 
original. The similarities evident on the front and back of the dust jacket are close enough 
that when the variations become evident to the reader, a sense of discomfort arises. The 
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discrepancies, not visible upon first glance, act as a faultline to engage the active reader 
so that the narrative mysteries can begin to unravel in relation to the choices made, and 
thus shaping how the book is read and understood.  
The next section offers a discussion of the Gothic tropes intentionally employed by 
Dodson to initiate an active and participatory reading experience and to draw attention to 
the fictionality of some aspects of the storyworld using visual indicators of non-fiction texts, 
such as encyclopaedias, to further destabilize the boundaries between storyworld and actual 
world. Following this, the final section will focus explicitly on the value of the Gothic as a 
formal technique to encourage the development of knowledge exchanges and collaborative 
social communities, particularly through the elements of the novel that demand a physical 
engagement beyond merely turning the page. Instead, the use of visual, stylistic and 
multimodal features offers a means of reinstating the affect originally induced by the 
Gothic, not by inventing novel tropes that engender terror and horror, but through the 
exploration of traditional Gothic tropes that instead prompt connection and collaboration 
between readers. Thus, the Gothic within the twenty-first century multimodal novel can be 
seen to integrate visual features and Gothic narrative constructs as a vehicle for affecting 
social connections instead of engendering horror. The repositioning of the Gothic in the 
multimodal novel this thesis has identified so far demonstrates the value and thus justifies 
the sustained popularity of the form in both academic criticism and as an entertainment 
commodity.   
 
“The Uncanny Creaking of Ghostly Ships:” Mapping the Gothic Interior 
“Debe ser sin deseo para observar la oscuridad y lo más oscuro. / You must be without 
desire to observe the dark and even darker” 
Zachary Thomas Dodson (2015) 
 
Handwriting forms one of the key elements of multimodal fiction in the most recent 
examples of the literary mode that this thesis has considered. In S., the competing anxieties 
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symbolised within the forms of communication suggested a tension between older 
technologies and newer digital platforms. On one hand, digital mediums offer the reader a 
place for collaborative potential and a space for knowledge sharing and collation. On the 
other hand, the public nature and ease of anonymity instils an inherent threat whereby 
knowledge can potentially harm. Eric and Jen share their worries and theories within the 
margins of a library book instead of more contemporary communication methods such as 
email or instant messaging. Eric positions the digital as a sinister force and refuses to use 
digital platforms to protect the academic discoveries that may put his life at risk. Jen, 
however, is more open to social media platforms and the reader can access her blog and 
Twitter account to glean more information about her storyworld because she references 
both accounts within her notes to Eric.  
 In S., handwritten notes are a mode of communication that allow for privacy and 
intimacy between recipients, and yet the handwriting appears within the pages of a public 
library book. As a form of ‘old’ or analogue technology, if their margin notes are understood 
to be akin to letter writing, the use of handwriting in S. presents an argument for the 
importance of maintaining earlier forms of communication that do not rely on digital 
technologies, to maintain a level of privacy and intimacy particularly in relation to sensitive 
material. If this idea is applied to Bats of the Republic, a similar analogy can be located 
because Eliza’s “illegal” notes conceal her attempts to help her friends and family escape 
from the dictatorial City State; whereas Zadock’s letters to Elsywth, although not illegal, 
are never, as far as the reader is aware, sent to the intended recipient. Consequently, the 
handwritten notes are intended for the reader, nurturing a sense of familiarity and intimacy 
through the private documents and thus with the storyworld, including the narrative 
mysteries contained within. 
 Handwriting is closely linked to the literary paradigm due to the epistolary and 
‘found manuscript’ style many classic Gothic writers employ in both American and European 
Gothic literature. Contemporary examples considered in this thesis have embraced digital 
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technologies available to print handwritten excerpts on a mass scale. However, in House of 
Leaves, Danielewski utilises a range of fonts attributed to certain characters, for example 
Johnny Truant’s words always appear in the courier font. Even so, if the reader refers to 
the appendices of House of Leaves there are handwritten notes included in the photographs, 
particularly those from Zampanò’s manuscript. It is only through the introduction of 
affordable digital printing platforms that have enabled novelists to experiment with the 
book as art object as well as narrative vessel for the mass market. Whilst there is tension 
amongst critics of the Gothic as a visual art form, and as a narrative construct, described 
by Catherine Spooner (2017), the possibilities for the two ostensibly isolated discourses to 
come into contact is made feasible through digital printing. Although it is still a fairly 
expensive process, novels such as S. and Bats of the Republic can be produced for the mass 
consumer market instead of a selection of wealthy individuals, as with illuminated 
manuscripts of the medieval period. Spooner (2017) highlights the trend in the post-
millennial Gothic text for ‘Gothic narrative themes and trajectories […to be] played out in 
visual terms’ (p53). Spooner’s identification of the visual Gothic elements within literature 
can be seen as a way in which the Gothic continues to reassert and reinvent its value as a 
literary genre, even within the postmodern moment, by moving away from some of the over-
familiar motifs that have lost their Gothic affect (Botting, 2008) due to a desensitised 
readership. 
 The novels examined in the previous chapters demonstrate the ways in which 
familiar Gothic tropes can be consciously acknowledged in new, self-aware constructions 
which are indicative of a Gothic faultline. Acknowledging the Gothic as a tool at the disposal 
of the author goes some way to explaining the development of visual media within Gothic 
novels of the post-millennial period. Moving beyond the language tropes relied upon since 
its beginnings, I propose that visual experimentation allows a revival of Gothic affect, 
through the participatory and collaborative demands of multimodal novels such as Bats of 
the Republic. Gothic America and the wilderness are employed by Dodson as tropes to 
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activate the reader’s active involvement and thus affective response especially through 
Zadock’s letters as he traverses the unknown lands of recently colonised but predominantly 
uninhabited Texas.  
Alongside the epistolary inserts are hand-drawn images of animals and plants Zadock 
logs on his journey through the wilderness. The drawings are the only element of the novel 
that have not been reproduced in digital form (Zadock’s letters are carbon copied and thus 
appear, for the most part, in a typed format). The animals recorded range from familiar 
species such as the bison, to imagined and mythical creature as seen in the illustration. 
 
Readers can clearly negotiate boundary transgressions of fact and fiction when creations 
such as the Jack-a-lope shown in the image above (p168) can be so easily verified as 
creations of the author’s imagination. Yet, the fictional status of the mythical animal 
becomes less certain when presented next to animals that exist in the reader’s world, 
described using scientific jargon such as the explanation on the facing page, as above. In a 
similar manner to Lunar Park, where Ellis uses the actual world surrounding his life and 
oeuvre to haunt the interior of the storyworld through a metafictional autobiographic 
style, Dodson combines both factual and fictional interruptions using stylistic conventions 
of non-fiction texts such as encyclopaedias.  
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 Unsettling the divide between storyworld and actual world, the disruption 
enabled through the use of recognisably scientific entries of creatures is evidence of a 
Gothic faultline akin to the scientific entries recorded by Dr Seward in Dracula. Whilst the 
format of the nineteenth century novel limits the visual authenticity of Dr Seward’s 
records to typesetting these passages as entries in a diary, in Bats of the Republic, there 
is an added visual layer of authenticity emphasised further through Zadock’s handwritten 
note. At this point in Zadock’s journey, it is unclear as to when Elyswth will receive his 
letters and thus this small additional note within his scientific documents evokes an 
intimacy that further encourages an active and affective engagement from the reader to 
maintain their agency within the narrative to find out the characters’ fates.  
 Handwritten intrusions also serve to unsettle the reader’s position within the 
storyworld leading to uncanny encounters as the layers of text converge and fragment. In 
the image below is a note found by Zeke in the dust as a storm rages above the city state. 
 
There is a clear lack of indication as to what this note refers and although the first line is 
filled in, ‘I could not feel. I was bright blank inside’ (p191), the others remain empty with 
only the numbers next to the line to act as a reference point. When reading the book, I 
concluded the numbers were page references and proceeded to look at each page containing 
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a single sentence in green ink amongst the black ink (see appendix-ii). In each occurrence, 
Zeke is either presenting a thought or a word that he writes in the dust rather than speaks 
aloud. The latter is significant because throughout the narrative Eliza is presented as one 
of the few characters with the ability to write by hand. The uncanny manifests itself, 
though, when Eliza’s handwriting in her notes is compared to the handwriting at the top of 
this note. If Eliza is responsible for the note Zeke finds in the dust, the suggestion that she 
is aware of his private thoughts, or even wrote the narrative, makes Zeke a construct within 
a construct. On the other hand, the handwriting indicates the authorship of ‘The City State’ 
reminding the reader of the dual fictionality of Zeke’s narrative, as both the work of the 
author Dodson in the actual world and Anderson in the storyworld. In other words, the 
Möbius strip can be drawn upon again to deconstruct this reading as Zeke seemingly exists 
within ‘The City State’ as Eliza’s partner, but also, if the reader refers back to the revelation 
that ‘The City State’ is a book written by Elyswth’s mother in ‘The Sisters Gray.’ Yet, ‘The 
Sisters Gray’ is another book within the frame of Bats of the Republic, a guide supposedly 
written by Zadock Thomas with Henry Bartle as the thread connecting all layers, much like 
Johnny Truant in House of Leaves. Nevertheless, in a way which validates Hayles’ (2008) 
warning about the arbitrary nature of locating the moment of integration between the 
digital and the print novel, the true author of the narrative layers is not what is at stake, 
but the way in which the boundaries are transgressed to physically activate the reader.  
 The construction of the narrative layers within the book are so unstable that they 
demand a collective response from the reader as the other texts in this thesis have 
demonstrated. This form of online collaboration has existed since the first days of the 
Internet as a mode of connection between users. Henry Jenkins (2006a) explores the fan 
community and knowledge exchanges that took place on the Internet in response to David 
Lynch’s Twin Peaks (1990). Jenkins describes how one of the fans he interviewed about the 
community response to Twin Peaks ‘evok[ed] an analogy between Lynch and an equally 
tricky writer, Edgar Allan Poe’ (p126). The comparison between the styles of Lynch and Poe 
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both encourage a collective reader response through the implementation of Gothic tropes 
served to provoke readers and viewers to make their own inferences about meaning in such 
an unstable storyworld. Elaborating on his analogy further, Jenkins quotes the Twin Peaks 
fan who states that both Poe and Lynch, ‘mock the kind of rationality that assumes that one 
air-tight explanation will account for all the details […] The fan’s pleasure lay 
simultaneously in their mastery over the text […] and their vulnerability to Lynch’s trickery.’ 
(p128/9). If ‘trickery’ in this case refers to the stylistic features, in particular those of the 
Gothic to pose codes and mysteries to the reader, this comparison can also be applied to 
the novelists this thesis explores as a form of Gothic faultline.  
 To return to Bats of the Republic, the complicated relationship between the inside 
and outside of each storyworld is evidently another point at which a Gothic faultline can be 
traced. Dodson’s manipulation of time, space and even character across storyworlds creates 
a labyrinthine knot that seems to encourage the reader’s participation and even 
collaboration to begin the process of unravelling. I borrow the term ‘knot’ from Fred 
Botting’s (2015) article exploring the depiction of sound in Poe’s ‘The Fall of the House of 
Usher’ (1839). Botting uses the Lacanian signifier, the Borromean knot, to discuss the way 
the Gothic disturbs boundaries as he describes ‘unravelling the knot that ties Gothic forms 
to disturbed fictional realities, horror moves beyond the uncanny place on which Poe’s 
fiction usually hovers, beyond the phantasms, ghostly figures […] a radical unknotting 
delivers abyssal and unthinkable collapse.’ (Sacido-Romero, 2015, p99). The double knot 
ostensibly refers to the uncanny as a construct that contains, in Lacanian terms, the horror 
of the Real delimited by the protective qualities of the Symbolic. If the knot becomes 
untangled, the ‘collapse’ is realised, as demonstrated at the end of ‘The Fall of the House 
of Usher’ wherein the house collapses in on itself, killing its inhabitants in a final moment 
of internally driven destruction, taking the form of an abyss. A collapse also occurs at the 
end of House of Leaves when Navidson reads the novel he is supposedly a character in. This 
moment of recognition allows him to finally find an exit from the impossible space as 
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likewise, the house collapses into the void of an abyss below. As the Introduction explains, 
this moment in House of Leaves can be seen to be influenced directly by the final lines of 
Poe’s ‘The Fall of the House of Usher’ and offers a reflection on the physical process 
required on the part of the reader through the need to turn the pages and close the book. 
In House of Leaves, Navidson reads the end of a book ‘House of Leaves’ in which he is a 
character surrounded by complete darkness, with his only light source created by burning 
the previous page to read the next. 
 Using Botting’s analogy of the knot in Gothic texts, I suggest an alternate reading 
with a different consequence to the desensitisation he describes. If the unravelling of the 
knot is a self-conscious effort on the part of the reader, encouraged by the author’s 
intentional use of the Gothic as a form to engage the reader, then, instead of terror and 
horror as a consequence, the reader is provided an opportunity. The opportunity invites 
connection and even collaboration amongst readers, as this thesis has explored through the 
concept of the Gothic faultline, in which the extimate depiction of space and time can be 
used to establish a connection, by way of the digital platforms. To reiterate, the novels that 
are activated by the physical response required on the part of the reader are made possible 
through the labyrinthine construction of both time and space. The way these boundaries 
between storyworld and actual world are destabilised is enabled through the depiction of 
time and space as transgressing what is possible according to the physical laws of the 
reader’s world. Thus, the connection is extimate due to the way these concerns renegotiate 
the relationship between text and reader through the Gothic faultline as a moment in which 
the knot unravels. Digital platforms act as a host for these collaborative and collective 
enterprises to solve the issues of meaning at stake through the representation of the knot. 
Thus, to return to the image of the missing lines above and the significance of Eliza’s 
handwriting appearing at the top, the reader is encouraged to search for their own truths.xxii  
 Gothic motifs are utilised by the authorities depicted within ‘The City State’ to 
conceal a series of violent murders. The victims are all pregnant women and are revealed 
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by Eliza to have ‘claw marks and bites’ (p181) only after the initial reports she finds in the 
Vault of Records which state they were killed with ‘knives – sharp and precise’ (p181). Eliza’s 
exploration of the files in the Vault of Records that seem to show an intentional doctoring 
of official autopsies, suggest the fabrication of a myth about a mysterious and possibly 
supernatural creature on the loose in the City State. Language of the Gothic is used to 
circulate rumours about a creature, instead of a more scientific and thus rational 
explanation, in order to provoke fear and anxiety amongst the City State community. The 
reader’s recognition of Gothic language as a trope allows the fictionality of the story to be 
immediately visible and thus stimulates a wary approach from the reader in relation to the 
use of the Gothic, further destabilising the storyworld as a self-contained environment.  
 The ‘mythical creature’ as scapegoat for the sinister work of man is also mirrored 
in the storyworld of 1843 for which newspaper reports are included within the bound pages 
of the novel. The report from the fictional Texas Republican describes ‘a corpse, decidedly 
un-human’ (p203) as the culprit for a series of livestock slaughters across the region. The 
‘murderous beast’ (p203) described bears some relation to ‘el chupacabra’ (p385) that 
Zadock discovers on the Mexican border. Dodson employs cultural folklore, in this case the 
supernatural Mexican monster: el Chupacabra; a myth that exist both within and external 
to the narrative storyworld. The correlation between the introduction of mythical creatures 
and Zadock’s state of mind as his journey into the wilderness progresses are intrinsically 
linked, as the next section will demonstrate. The fragmented state of his mind, exacerbated 
by the conditions he experiences within the desert, the injuries he sustains, and the 
anxieties surrounding his return home are all realised through the visual experiments that 
occur as the novel reaches a climax. 
 The experimental visual effects, explored in the next section, present another 
Gothic faultline through which the reader is expected to physically respond to the demands 
of the book. From unfolding maps and turning the book, to the coded elements that 
encourage collective knowledge exchanges by way of digital platforms, Bats of the Republic 
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demonstrates the value of the Gothic as a device to instigate collective and collaborative 
reading enterprises. 
 
“I was bright blank inside”: Tracing the Digital in Bats and Beyond 
“Pull back the veil of time” 
  Zachary Thomas Dodson (2015) 
 
Reddit, a community forum, is a useful digital tool to examine how collective and 
collaborative readings of Bats of the Republic have unfolded, whereby readers have 
instigated discussions to expand the storyworld. Zachary Thomas Dodson remains relatively 
undiscussed within critical circles, but Bats of the Republic is further evidence of a move 
towards an accessible multimodal and thus collaborative reading practice. The multimodal 
structure allows both authors to create and readers to participate through the integration 
of multiple media: handwriting, mixed media, referrals to Internet sources and cryptic 
puzzles left to the reader to solve. Throughout this chapter, and the thesis as a whole, the 
recurrent motif of the labyrinth has been central to the prevalence of the Gothic as a form 
to activate the reader; a narrative style provoking a collective response due to the complex 
navigation of the text required by the reader; and as an analogy of the digital pathways that 
are depicted as necessary for locating a solution to the codes posited in the text. The 
labyrinthine structural form can be seen as complementary to the Gothic pleasure of 
‘plundering otherness’ (Stewart, p360) and the gratification found within Gothic activation.  
The representation of the labyrinth as indicative of the digital realm is summarised 
concisely by Aarseth (1997) who states, ‘the idea of a narrative text as a labyrinth, game, 
or an imaginary world in which the reader can explore at will, get lost, discover secret 
paths, play around, follow the rules, and so on’ (p3). Through this description, Aarseth 
subtly indicates the dangers of getting ‘lost’ but also the range of pleasurable experiences 
to be gained through a text that mirrors cyberspace. Building on this idea in light of my 
readings of the novels in the previous chapters, it is also necessary to consider both the 
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threat the digital poses to privacy, intimacy and the print text. The Gothic, utilised to 
unsettle the reader, also familiarises parts of the storyworld to aid readers’ navigation of 
the complex structure. Thus, once the reader is situated within the text, as I have argued, 
particularly in Chapter Three, the collective response required by these texts can be 
uncovered, encouraging an interaction with other readers on digital platforms. The 
significant opportunity the novels’ interaction with the digital sphere can offer is thus made 
possible through the labyrinthine structure, which not only operates as a connection to the 
Gothic novels of the past, but also mirrors cyberspace to promote a reading experience 
similar to that of browsing webpage hyperlinks.  
The anxieties that manifest within contemporary culture surrounding the Internet 
include the public nature of communication that occurs on the Internet as a primarily public 
domain. What appear to be a “secure” storage platform contained within the cloud, an 
indefinite source of data with limitless storage capabilities, is in fact a threat in itself when 
we consider the impact hacking has had when, for example, in 2014 a range of female 
celebrities such as Jennifer Lawrence had naked photographs stolen from their iCloud 
accounts which were published online.xxiii Added to this, the threat of ‘revenge porn’ in 
which ex-partners post sexual images or videos in a revenge attack and significantly does 
not require the specialist knowledge as was the case for the material on iCloud.   
The convoluted form of these novels works to reflect anxieties depicted through the 
labyrinth as a narrative construct of cyberspace, but also as an unsettling Gothic device. 
The reader’s journey to find a path in spite of the complexity of the storyworlds become 
rewarding as they reveal possibilities of creating social connections beyond the physical 
novel. To an extent, these novels are used as a vehicle to declare the necessity of 
championing the print novel and analogue forms of communication to maintain privacy and 
security. At the same time, the total rejection of the digital is shown to be isolating for the 
reader due to the risk of becoming caught in the labyrinthine feedback loops without hope 
of a solution. Thus, as I will now discuss in relation to Dodson’s novel, there must be a 
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fragile balance maintained between the digital and the print as a narrative form in order 
for anxieties to be assuaged on one hand, but also to harbour social connections that are 
increasingly vital in connecting and nurturing a knowledge community within the digital 
sphere. 
To return to the motif of the labyrinth as demonstrative of the complexities of the 
digital sphere in terms of temporal and spatial navigation, the absent centre, a concept I 
explore in depth in Chapter One, is one way in which writers of the last decade construct a 
frame to harness the Real. The Lacanian Real is in fact a significant and useful metaphor 
for capturing the unsignifiable and indescribable nature of our understanding of the digital 
and the spatial manifestation representative of this gap in these novels. In Bats of the 
Republic, Dodson engages with a range of stylistic and visual techniques which capture 
moments in which ‘the veil’ to the Real, a term also used by Poe as examined in the 
Introduction, is pulled back and the abyss within becomes momentarily accessible to the 
reader: a Gothic faultline.  
As is evident in the other novels I have explored, the visual and narrative play at 
work within the pages of the novel are mimetic of the narrator’s state of mind, which 
becomes increasingly unstable as the narrative progresses. In the dystopian future of Texas, 
Zeke attempts to escape the authorities by hiding within the underground mines known 
amongst the resistance against the government as ‘the Nightway.’ Supernatural 
connotations surround the Nightway as Raisin, Zeke’s friend, declares in an effort to save 
Zeke, ‘Let’s go down into the tunnels. That’s where the Nightman lives.” (p314). The colour 
of the pages of the novel as Zeke and Raisin enter the tunnels is reversed: the pages become 
black whilst the text is in white. Running concurrently to Zeke’s narrative and displayed on 
the facing page in the same colours, is Zadock’s letter to Elyswth describing his entrance 
into a cave as ‘a path home, my own darkened Nightway?’ (p315). The mirroring of the 
storyworlds at this point in the novel is exacerbated by the visual elements that reflect the 
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darkness of both the interior of the tunnel and cave system, but also the unravelling minds 
of the protagonists as they face up to their own mortality in a confrontation with the Real.  
In comparison, House of Leaves employs stylistic experimentation to reflect the 
growing instability of both Navidson’s mind and the storyworld itself, as he loses his way in 
the impossible space and faces up to his certain death. The imagery created out of the 
words, as demonstrated in Chapter One, act as anchor points for the Gothic affect generated 
by this physical faultline: the reader feels the same spatial disorientation and uncanny 
sensation of being trapped within an infinite loop of absent presence. 
The absent core of the narrative, manifested as a spatial gap at the heart of Bats of 
the Republic, is posed to the reader as being the vessel with which to comprehend the 
entire storyworld. Yet the paradox lies in the book’s revelation of the letter which can be 
opened at any time. The absent core, although physically accounted for, can be understood 
as a gap because until the contents have been read, the central mystery concerning the 
connection between Zeke and Zadock is never resolved. Even after reading the letter, this 
connection remains ambiguous, but it is perhaps the structure of the letter and not the text 
contained within that provides a possible solution. The consequence of the content, but 
also the physical form the letter takes, have equal weighting in terms of providing a visual 
and narrative solution. Whilst the letter crosses ontological boundaries to demonstrate how 
the storyworlds of past and future are connected, the contents in fact create more 
possibilities instead of a firm solution. Before analysing the physical and narrative 
implications of the letter, it is worth returning to an argument developed in Chapter One 
surrounding the impossible space as representative of the characters and the reader’s 
confrontation with the Real as a means to pursue connections beyond the storyworld. For 
the reader, this is through the external resources relating to House of Leaves both in print 
and digitally, and for the characters it is the acceptance of their connection with all the 
narrative layers originally shown to be isolated in the novel.  
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At the heart of House of Leaves is the house on Ash Tree Lane which can be found 
to encompass both a monstrous abyss and the possibility for a resolution for the conflicted 
Navidson family through the ability to rekindle connections, whether external and digital 
for the reader, or emotional for the characters. Analysing the potential for reader 
participation within the storyworld of House of Leaves, Steven Belletto (2009) provides a 
useful analysis to comprehend the representation of the absent presence, or as I have 
labelled it: the Real, within the novel. Belletto states: 
‘The novel at first encourages the sense that a fantastic object existing in the real 
world would so disconcert us that all systems of order would collapse, but it ends up 
emphasizing that these systems depend for their coherence on some referent: the 
house either means everything or it means nothing, but readers have no way of 
knowing because the standards by which we might judge the reasonableness of a 
given interpretation are absent’ (p106)  
Belletto’s reading of the central absence of meaning in the house of Danielewski’s novel 
can be usefully applied to the significance of the letter in Bats of the Republic. Throughout 
the narrative and within all the layers of the storyworld, the letter is a stable referent for 
the unexplained elements of Zeke’s past that drive the narrative. The letter or ‘fantastic 
object’ as we know, exists in both the storyworld and the actual world because the reader 
is able to physically open the envelope, remove the letter and read its contents. However, 
throughout Zeke’s journey the letter is associated with danger and the threat to the stability 
of the storyworld. Thus, before the letter has been read by the reader, the knowledge that 
it may contain everything, or nothing, has the potential to influence the reader to wait until 
the end to read the contents, if at all.  
 On the page the envelope is attached to, the reader is encouraged to visit a website 
if the content of the letter is missing, inferring a cautious embrace of the digital and 
highlighting a potential benefit of the print novel’s relationship with its digital counterpart. 
The website exists in the actual world and demonstrates one way in which the novel 
promotes interactivity for immersion in the storyworld, both within and beyond the print 
text. When the webpage loads, the password – OPENITNOW - provided on the page in the 
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book is required, and if entered successfully, will take the reader to the next screen which 
warns that the letter should not be read until p440. The password then needs to be entered 
for a second time before the letter is revealed on screen.   
The physical structure, although absent from the digital equivalent, is notable as it 
requires the reader to follow instructions to ‘construct’ it. On the reverse of the envelope 
flap, a step-by-step illustration is provided to demonstrate how the letter must be formed 
into a Möbius strip before it can be read, as is shown in the images below:  
 
The construction of the letter to form a loop must be physically accomplished by the reader, 
a task that is intricate and difficult to read because the moment the page crosses from 
inside to outside is challenging to anticipate because the paper is almost fluid in this form. 
As such, the possible ways in which this letter can be read are multiple, leading to a slightly 
different experience for each individual reader. Thus, for the purposes of this analysis I will 
refer to the digital copy which is automatically positioned within the middle of the letter 
and appears to be as the author intended.  
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 On one side, Zadock’s final letter to Elswyth is written on ‘the reverse of your 
[Elswyth] father’s letter’ and is ostensibly the absent signifier or uncarbon’d letter referred 
to throughout Zeke’s narrative. On the digital copy, the first paragraph the reader sees is 
as follows: 
The noises were shrouded in a cloud of smoke and dust, but as I crept forward a 
giant wall emerged, and atop it, the man I have described to you. If he is my cousin, 
a walker on the Nightway, or my future self, I cannot say. But, he was as real as any 
man I’ve ever laid eyes on.  
Beginning with the moment Zadock sees Zeke across the boundary of the City State - the 
narrative equivalent of the temporal zones of 1843 and 2143 - the letter reverts back to the 
moment described in the prologue; a moment of déjà vu for the reader through an uncanny 
return. The cyclical form of the narrative, both physically and in terms of its narrative 
construction, is brought to fruition through this letter and its contradictory presentation of 
temporality that is physically displayed through its looping structure. Zadock refers to the 
man he sees as his ‘future self’ a prophetic remark, but the consequences of which are left 
unexplored in the novel and thus presents an opportunity for readers to engage beyond the 
pages of the storyworld as I will discuss shortly.  
On the other side of the paper and roughly half way from Zadock’s description of 
encountering Zeke, is Zeke’s own interpretation of this moment, whilst he tries to escape 
the authorities that are closing in, 
Zeke looked below, out into the wide expanse of open desert. A tattered sketch of 
a figure materialized through churning clouds of dust. The man limped toward the 
barrier. A flash of light brought his features forward. His face was a reflection of 
Zeke’s, the moustache familiar. His eyes held a weary hope that could belong to only 
one person. It was Zadock. Shaking, in his outstretched hand, a letter.  
The language used within Zeke’s narrative demonstrates the physical construct the letter 
takes when built by the reader. ‘Familiar,’ ‘reflection’ and ‘tattered sketch’ can all be seen 
to mimetically form in language the visual elements that present the connection between 
Zeke and Zadock through the Möbius strip. Moreover, the uncanny doubling of Zeke and 
Zadock’s descriptions of the other can demonstrably be compared to the images Dodson 
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includes of himself, and thus a further parallel, a Gothic faultline, is made manifest (see 
appendix-iii).  
Boundaries between the storyworld and actual world, author and character, in the 
novel are blurred irrevocably in a very similar manner to Lunar Park. Of Ellis’ depiction of 
himself as author and protagonist in Lunar Park, Jeff Karnicky (2010) warns, ‘There is no 
escape from the disaster of Bret Easton Ellis: Ellis the narrator, Ellis the author, Ellis’ 
characters, and the writer become indistinguishable. At the novel’s end, a reader cannot 
find a “real” Bret Easton Ellis and a reader cannot distinguish between fact and fiction.’ 
(p128). In these cases, the ontological uncertainty serves to decentre the reader’s subject 
position, through the deconstruction of the boundaries between actual world and storyworld 
in order to allow for a more immersive and participatory reading experience. 
 The digital can be seen as yet another layer of mediation for the reader, after the 
various layers of storyworld: Zeke’s, Zadock’s, Elswyth’s and Henry Bartle’s. As I mentioned 
before, the online community for this particular book is just beginning to gain momentum 
and yet as is evident from the plethora of critical material that has begun to engage with 
multimodality in the twenty-first century novel, there is a significant chance that the 
external canon will grow. Existing discussions regarding the end of the novel and its 
implications can be found on Reddit; in particular an exchange between two forum users: 
cannikinn and MKeirsbi (2016) who offer interpretations on some of the ways in which the 
ontological layers can be seen to form a resolution at the end of the book.  The users put 
forward thoughts about elements of the novel that remain unresolved, building on the 
existing canon with new theories and creating alternative endings. Although the online 
presence of a Bats of the Republic canon is still in its infancy, the users that have presented 
their own readings indicate the potential for an in-depth collaborative approach similar to 
the expansive online canon for S.  
 Before consulting the forum for the novel, I refer once again to Henry Jenkins’ 
(2006b) discussion surrounding convergence culture, and the ways in which cultural 
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consumption can become a valuable source of knowledge exchange. Jenkins’ discussion 
offers an insight into the potential surrounding online collective reading enterprises, he 
states, ‘consumption has become a collective process […] none of us can know everything; 
and we can put the pieces together if we pool our resources and combine our skills. 
Collective intelligence can be seen as an alternative source of media power.’ (p4). This 
analogy concerning the significance of online communities and their consumption of the 
media has implications, not only on the contemporary reading experience as I have posited, 
but on the way we engage with each other in a social context. The individual consumer is 
overwhelmed by ‘the range of available delivery channels’ (Jenkins, 2006b, p18) and as a 
result, consumers have responded by ‘archiv[ing], annotat[ing], appropriate[ing], and 
recirculat[ing] media content in powerful new ways’ (p18). The response of the reader to 
the multimodal novel can thus be seen as the convergence point between print literature 
and digital media. Using Jenkins’ theory, I can now examine the knowledge gathered and 
circulated by the readers on the forum mentioned previously. 
 Due to the ambiguous nature of the letter that ends the novel, the exact intricacies 
of the temporal threads within Bats of the Republic remain elusive. As such, it is difficult 
to grasp how the ontological layers connect and seemingly transgress boundaries of space 
and time. Forum user cannikinn (2016) remarks, 
I thought for a while that it was going to turn out that after civilization was destroyed 
they rebuilt it based on documents that survived. The Sisters Gray had […] 7 sisters 
that were able to see the future so they built the Auspices and other parts of 
civilization based on that. […] The future described in The City State seems very 
much like someone from the 19th century might describe the future: steam power, 
typowriter, phonotube’  
These clues have been lifted from the novel and remediated by the user to extend the 
possible knowledge related to the book. In the same way that readers of S. have shared 
alternative endings to Chapter Ten of ‘Ship of Theseus,’ the negotiation of knowledge 
gained, appropriated and recirculated can be seen as indicative of the collaborative reading 
enterprise I have located throughout this thesis. If cannikinn’s comments are heeded, it 
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seems that the entire novel is written by Elswyth or her sister Louisa, due to the last line of 
the book which reads, ‘At least if things were as Elswyth imagined them. If only life were a 
story like this one…’ (p445). Imagining the future from a nineteenth century perspective is 
indeed a persuasive argument due to the use of steam power as described by Cannikin. 
Nevertheless, the final line of the novel highlights the fictionality of the whole constructed 
storyworld by clearly demarcating a boundary between ‘life’ and the ‘story.’ However, the 
final pages of the novel seem to exist in the world of the author, and thus still present some 
challenges to the reader in terms of their negotiation of the storyworld, considered in the 
conclusion. 
 
 ‘A hole into tomorrow…’ 
 
The image above, included as the letter header for the note passed from Zadock to Zeke, 
captures the complexity of negotiating a storyworld in the multimodal novel of the 21st 
century. In the novel, the image is presented in reverse making it all the more difficult for 
the reader to interpret; however, this image has been flipped in order to make it 
comprehensible for the purposes of this reading. Multiple ontological and temporal layers 
from Bats of the Republic can be found in this drawing which supposedly offers a diagram 
mapping how the narrative is correlated. Appearing as the header to the letter included at 
the back of the book, the image is significant because the construction of the narrative is 
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conceptualised within the structure of a house. The house, or dwelling, is a significant motif 
across all of the texts examined here and seems to embody the qualities of a desirable 
solution to the Gothic faultlines that emerged over the course of the narrative. No longer is 
the open-ended conceit of the Gothic finale a desirable option; neither is the rational 
explanation of the events that occurred. Instead, as all of these novels have demonstrated, 
the opportunity to connect with a collective enterprise external to the print novel is 
encouraged.  
The clues and codes developed within these novels point to one way in which the 
reader is able to engage beyond the book, but the narrative ending can also be seen to 
embody connection through the final scenes of the characters. House of Leaves, S. and even 
to some extent Lunar Park all considered the significance of family and romantic 
connections in spite, or even because of the traumatic events that occurred over the course 
of the narrative. Karen and Navidson find an uneasy peace in a new and homely space after 
the collapse of their house on Ash Tree Lane. Bret, although separated from his wife and 
son, finally seeks to fulfil his father’s dying wish and resultantly is able to consider the 
connections he has with his blood line. Then, in ‘Ship of Theseus’ as in the margin notes 
themselves, both Sola and S., and Jen and Eric seem to find a sense of happiness within 
destructive environments. 
In Bats of the Republic then, this image of the house as encompassing all of the 
narrative layers along with the characters they contain offers a possibility, that according 
to physical laws should be impossible, to connect them on multiple levels. Perhaps designed 
to spark the reader’s imagination regarding these connections, the illustration of the house 
demonstrates the necessity of finding a space or time in which one feels ‘at home.’ Thus, 
it is through the Gothic mode, serving to unsettle both the reader and the narrative that 
sets up the unease and unheimlich within the pages of the novel. The visual prompts that 
exacerbate the uncanny feelings through their ability to both reinforce and challenge the 
reader’s notion of storyworld and actual world, provoke the need to resolve the tensions on 
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both the narrative and physical level, through the reader’s participation, that a home or a 
dwelling must be located in some form. In this case, the home becomes a signifier for the 
reader’s quest to expand on and share their knowledge of the text externally. This is visually 
demonstrated through the letter which forms a Möbius strip connecting two halves of the 
above image of which Zadock has used to write his final letter. The Möbius strip, rather than 
a complex and impossible trajectory, becomes a point of seemingly impossible connection, 
made visible through the Gothic faultline. The storyworld permeates the reader’s world and 
vice versa enabling the collaborative reading enterprise I have proposed. 
Interpersonal and transmedia connection can thus be seen as a crucial instigator in 
the development of a collaborative reading enterprise. Emma Schneider’s (2015) review 
offers a useful insight into the way in which Bats of the Republic forwards this idea when 
she states the novel: ‘revels in being a physical book. It displays the desperate importance 
of writing. Dodson’s characters write to escape restrictive societies that are themselves 
threaded into the perpetually revised storylines by which they know themselves. Through 
writing we learn and share who we are.’ Schneider’s position regarding the novel highlights 
the potential of a print novel to engender connectivity and the possibility for collaboration 
in a similar manner to the way she describes the characters as writing ‘to escape restrictive 
societies.’ It can be said, then, that literature of this kind offers an escape for readers too. 
Not in the manner of the isolated journey of imagination and immersion that the novel 
previously embodied in which reading was considered, generally in the eighteenth and 
nineteenth centuries - as an individual experience - but in the digital age when connections 
are growing rapidly without allowing for a sense of community, the novel presents itself as 
an object to anchor creative communities online. 
 On one of the final pages of Bats of the Republic, Dodson includes three quotations 
that ostensibly summarise his approach to the novel and his construction of storyworlds 
more generally. The most significant in terms of my argument is the second which reads, 
‘The outcome in any work of fiction is arbitrary. – Peter Chung’ and this captures the point 
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on which this chapter should end. The meanings presented or not presented within a 
multimodal novel are irrelevant. It is instead the agency afforded to the reader as a result 
of these ‘outcomes’ that can offer the potential for connection and community within the 
labyrinthine construction of the digital sphere. 
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Conclusion  
 
The (Re)birth of the Reader: Collaborations and Digital Connections 
 
The Gothic form has mutated significantly since its beginnings in the eighteenth century as 
a genre developing out of the Romantic tradition. The Gothic novel gained extensive 
popularity, particularly amongst its female readers, as the end of the eighteenth, 
nineteenth and twentieth centuries approached. Cultural anxieties of these historic periods 
were captured through novels of horror and terror written during the Enlightenment, the 
fin de siècle, the millennium bug and even the collective trauma instigated by 9/11 and the 
rise of Islamic State. The cultural imaginary of the twenty-first century is centred upon our 
reliance on digital forms of technology and the threat this poses to our personal security, 
privacy and intimacy. Yet, as I have outlined in this thesis, since the Gothic ostensibly 
became benign in the face of ‘desensitised readers’ (Botting, 2002) as a form ‘absent of 
affect’ (Edwards, 2012), writers have begun to engage with the mode for alternative 
purposes. No longer only a signifier for horror and terror, the Gothic has adapted, as it 
always has, to the desires and anxieties of the contemporary readership. Catherine Spooner 
(2017) focuses on the rise of what she labels the ’happy Gothic’ through the representation 
of “good” and lovable supernatural figures including the vampire, in young adult fiction such 
as Stephanie Meyer’s The Twilight Saga (2005-2008), and the werewolf, appearing in young 
adult television series such as Teen Wolf (2011-2017).  
 Contemporary examples of the Gothic in literature have evolved significantly since 
the monstrous and murderous villains of the nineteenth and early twentieth century Gothic 
novel. Spooner’s location of a compassionate form of Gothic has more in common with the 
Romance genre than its earlier incarnations of death and hauntings. In this thesis however, 
I have demonstrated the emergence of another form in which Gothic tropes are being used 
to engage post-millennial readers. Digitally literate and accustomed to the reading style 
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dictated by the Internet, the media and social media, authors are beginning to respond by 
creating literature reflective of the digital culture we are now embedded within and reliant 
upon. In the multimodal American novel, digital reading practices are being encouraged and 
explored through Gothic frameworks that act as a site of familiarity for readers attempting 
to navigate the complex storyworlds depicted in the likes of House of Leaves (2000) and S. 
(2013). 
 Building on Garrett Stewart’s concept ‘reading the Gothic’ (1996), this thesis 
examined the processes of activation stimulated by the storyworld to encourage active and 
physical participation from the reader. As is evident in Chapter One through my reading of 
Mark Z. Danielewski’s House of Leaves (2000), typographical experimentation is used by the 
author to immerse readers in the spatial terror engendered by the impossible space of ‘The 
Navidson Record.’ Evolving from the reader’s imagination as the ideal locale to stimulate 
Gothic affect, readers are challenged kinaesthetically to explore the interior of the 
storyworld physically through the novel’s demand to be handled, moved, rotated and 
marked. The reader’s journey through the storyworld is mirrored by the protagonist of ‘The 
Navidson Record’ and his ordeal to save his family from the space that grows internally 
within the confines of his house, directly experienced by readers.  
 The physical accumulation of space within the reader’s experience of negotiating 
the novels is effected through the use of the labyrinth, a common conceit of the Gothic. 
Importantly, the labyrinth is also a metaphor employed by many theorists of the digital 
humanities to refer to cyberspace. Engaging with Lévy (1997), Aarseth (1997), Hayles (2008), 
Jenkins (2006) and Ryan (2015), I approached the multimodal novel through the 
collaborative and participatory reading process made possible through the framework of the 
digital labyrinth. Applying their ideas surrounding digital texts and the opportunities readers 
gain from engaging with both print and digital spheres, it is evident that the post-millennial 
reader is enabled access to a social and interconnected sphere through novels that 
encourage a collaborative approach. In Chapter Three, the extension of the storyworld of 
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Dorst and Abrams’ S. demonstrates the possibilities for reader collaboration, on the level of 
the creators, through the encouragement within the narrative to create, share and modify 
the storyworld via social media platforms. Canonical creations from Dorst and Abrams 
include social media profiles for the protagonists, various websites that connect the layers 
of the storyworld and alternative endings. These sites allow readers to interact with and 
even submit their own content, and combined with forums, the active process of reading 
becomes a form of social communication via the exchange of knowledge. 
 In order to locate the imperatives that cause readers to engage in a collaborative 
and participatory reading enterprise, I have focused on the use of Gothic tropes that offer 
a conscious moment of recognition in which the boundaries of the storyworld are 
transgressed by a reader’s actions. I label this moment in the text a Gothic faultline, an 
idea I traced back to the most influential writer of the American Gothic: Edgar Allen Poe. 
The spectre of Poe haunts all of the novels considered in this project as his influence 
regarding style and narrative interruptions are notable for the type of reading experience 
they project. The stylistic concerns attributable are not the only ways in which Poe is seen 
to haunt these novels, as I explained in each chapter, but there are also notable references 
to both the author and some of his best-known works. Evidence is apparent through House 
of Leaves as clearly indebted to ‘The Fall of the House of Usher’ (1839) and Danielewski’s 
musician sister uses the stage name Poe, with many intertextual references to both his and 
Danielewski’s work appearing in her music. Moreover, parts of S. mirrored the plot of ‘A 
Descent into the Maelstrom’ (1841) and the margin notes that mention Poe by name as a 
possible candidate for the mysterious V.M Straka, author of the novel within a novel ‘Ship 
of Theseus.’  
 Lunar Park is also indebted to ‘The Fall of the House of Usher’ through the central 
figure of the haunted house, with an uncanny ability to morph and change, as if it were 
alive. Yet, it is the ending of Ellis’ novel that can be seen to employ the same metafictional 
technique to draw the reader’s attention to the fictionality of the novel, and in this case, 
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of the protagonist Bret in contrast to the real-world author, Ellis. Referring to the title of 
the book Lunar Park, using italics destabilizes the storyworld completely in the same manner 
as occurs in Usher, as an opportunity to end the suffering experienced by the protagonist 
by closing the final page. In Bats of the Republic though, it is the formal elements such as 
the structure of the novel as a Möbius strip, ending in a moment of uncanny clarity as in 
‘Usher,’ because the reader is made aware of the fictionality of the storyworld construction 
by way of the time zones meeting as Zeke and Zadock find each other across the centuries. 
 The Gothic faultline as a concept, traceable to the unstable storyworlds of Edgar 
Allen Poe’s oeuvre, is utilised by contemporary writers to enable a collaborative reading 
experience. Notably present in the recent works I examine, the Gothic directs readers 
between storyworld and the digital platforms that support collaborative knowledge 
exchanges through these faultlines. Formulated through the inclusion of the labyrinth in 
each of the novels, with explicit Gothic references as a site of orientation for the readers, 
the Gothic has transformed in light of the cultural necessity to form social spaces beyond 
the public sphere. These social spaces act as an ethical retaliation to stem the anxieties 
arising from issues of security and privacy that permeate the depiction of the internet in 
novels such as The Raw Shark Texts (2007).  
In the novels of the post-millennial period that contain Gothic faultlines as a means 
to encourage readers to move effortlessly between print text and digital platforms, the 
potential of the Gothic as a framework to support new reading practices is clearly in 
evidence. Included as an epigraph to my Introduction, Barthes claim, ‘the birth of the reader 
must be ransomed by the death of the author’ (1967, p148) is a historic and yet still useful 
reference point to capture the changes that have occurred within the twenty-first century. 
Reading practices have evolved in coalescence with digital technologies, which I have 
demonstrated through the collective authorship expected and encouraged by the novels this 
thesis examines. The collective authorship activated within the multimodal novel is 
conceptualised as a partnership between creators of the storyworld and readers that must 
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activate the ontological layers within the novel and its external supplements found online. 
Beginning with Foucault’s (1977) call for a re-examination of the role of the reader, and in 
light of the explorations of reading practices in the late twentieth century by theorists 
including Stanley Fish, Henry Jenkins and Brian McHale; now seems the ideal moment to 
return to reading practices as digital technologies continue to overhaul and renegotiate 
what it means to read a text in the twenty-first century. 
American novelists are increasingly publishing texts with innovative multimodal and 
transmedia elements to negotiate the impact of cyberspace on the print novel. In the 
American novel, a Gothic framework heavily influenced by Edgar Allen Poe is utilised in 
order to ground the expectations of the reader in light of the complex storyworlds, depicted 
both within and beyond the pages of the novel. The writers I have examined in this thesis, 
such as Danielewski and Dodson, have both published a range of multimodal novels which 
have similar intentions, and which could be consulted to continue this project. 
Nevertheless, the novels examined here demonstrate that without a doubt, the influence 
of digital technology and the changes to communication that have resulted, have changed 
the face of reading practices as they were previously understood. The defamiliarization that 
occurs when reading a novel that has been organised to represent the structure of digital 
text rely on the historically prominent tropes of the Gothic genre to offer a site of 
familiarity, anchoring the storyworld and enabling readers to activate the narrative through 
an engagement with Gothic staples such as the labyrinth and the haunted house. The Gothic 
remains a consistent and immensely popular form of literature, and it is the influence of 
Edgar Allan Poe in the construction of the contemporary multimodal novel that bridges the 
divide between the literature of the past and the collective reading enterprise encouraged 
in the digital age. 
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End Notes 
Introduction 
  
i ‘In 2017, sales increased 1.9% over 2016 according to NDP Bookscan (they had increased 3.3% in 
2016 over 2015, according to Publishers Weekly). Bookstore sales themselves, however, 
have decreased throughout 2017.’ (Duffer, 2018, Forbes Online) 
ii For a comprehensive discussion of quantum suicide see: Chown, M. (1997) ‘Dying to Know’ New 
Scientist [online] December 20 Available at: https://www.newscientist.com/article/mg15621136-
000-dying-to-know-would-you-lay-your-life-on-the-line-for-a-theory-marcus-chown-meets-a-man-
whos-thinking-about-it/ [Accessed 8th August 2018].  
 
iii Pierre-Jean De Berangér (1780-1857) was the most famous French musician of his time and the 
quotation used by Poe is from his poem ‘Le Refus.” However, in the original, De Berangér begins 
the line with “mon” [my] not “Son” [his], as Poe included in his epigraph. There is a lack of clarity 
about whether this is intentional or a mistake on Poe’s part. 
 
 
Chapter One 
 
 iv ‘The true first edition of the novel was the complete set of files downloaded […] and published by 
Circle Round a Stone Publications.’ 
‘The Idiots Guide to House of Leaves’ (n.d) Available at: 
http://markzdanielewski.info/features/guide/index.html [Accessed 20th November 2015] 
 
v Foer’s novel uses a range of visual features including colour, images and even a flip book style 
moving image to tell the story of a young autistic boy’s difficulty to grasp the traumatic loss of his 
father in the 9/11 attack in New York. 
 
vi It is interesting to note the other echoes between Navidson’s experience and Carter’s life. Carter 
was haunted by images from his past as a photojournalist, among other things, which are all 
mentioned in a note he left before committing suicide aged 33. 
 
vii In the letter to Johnny that announces the death of his mother, her surname is misspelt and 
written as ‘livre’ (p643) which is the French word for ‘book.’ This supports the idea that she is the 
overarching creator of the storyworld. 
 
viii For an in-depth reading of the connections between House of Leaves and Haunted, see:  
Pressman, J. (2006) ‘House of Leaves: Reading the Networked Novel’ Studies in American Fiction. 
Baltimore: John Hopkins University Press. 34:1. Pp107-128. 
Evans, M. ‘This Haunted House’ in: Bray, J. Gibbons, A. (2011) Mark Z. Danielewski: Contemporary 
American and Canadian Writers. Manchester: Manchester University Press. 
 
ix A reading club for House of Leaves wherein readers could discuss the novel and their theories was 
active on Facebook until very recently (mid 2018). 
 
 
Chapter Two 
 
x www.2brets.com - The website is no longer live nor accessible. 
 
xi Victor is the central character in Ellis’ earlier work Glamorama (1998), which the author has 
described in terms of its central plot ‘concern[ing] the relationship between a father and a son.’  
‘Q&A with Bret Easton Ellis’ (2005) Lunar-park [online] Available at: http://www.lunar-
park.com/interview1.html [Accessed 11th August 2018] 
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Chapter Three 
 
xii Abrams co-created the television series Lost (2004-2010) in which John Locke featured as a 
character across its six seasons, sharing both a name with philosopher John Locke, and his 
preoccupation with the human condition. 
 
xiii Locke considered the Theseus paradox in relation to its effect on our understanding of human 
consciousness. He proposed that due to the changes humans undergo during the aging process, the 
degradation of atoms and cells mean that the human, in a similar manner to the boat, is gradually 
replaced by different organic matter. Thus, he asks if a person is the same in moments through 
their lifetime. From this, he argued that it is our capacity to remember, our consciousness that 
forms our identity and not our substance: an idea which is explored in Dorst and Abrams’ novel 
through S and Straka. 
 
xiv The ‘found manuscript’ style I reference here is a technique that has been employed from the 
earliest works of Gothic fiction. Walpole’s The Castle of Otranto (1764) employs the technique as in 
the introduction to the novel, the author states that the narrative is a translation of an Italian work 
from 1529 that has recently been unearthed. Postmodern writers such as Umberto Eco also make use 
of the found manuscript. More recently, horror films have posed as ‘found footage’ including the 
most famous example The Blair Witch Project (1999). Due to its popularity there have been a number 
of ‘found footage’ films since including Paranormal Activity (2007), REC (2007) and Cloverfield 
(2008). 
 
xv ‘The earliest annotations are made by Eric in faint gray pencil […] The first time that he and Jen 
read through the text together, Jen’s notes are written in blue and Eric’s are in black; the second 
time, Jen’s are orange and Eric’s green, the third time, Jen’s are purple and Eric’s are red, and the 
fourth time, both write in black.’ (Tanderup, 2017, p153/4)  
xvi There is an interesting discussion of the possible ways of interpreting the importance of negative 
space on the 19Constellations blog. The blogger examines a range of external materials including the 
art of Salvador Dali to Twitter posts from Bad Robot, JJ Abrams’ production company. The blog argues 
that by drawing attention to negative space, the creators of S. position the external material to be 
as crucial as the physical book.  
‘Birds of Negative Space’ (2017) October 22. 19Constellations. [Wordpress] Available at: 
https://19constellations.wordpress.com/2017/10/22/birds-of-negative-space/ [Accessed 30th 
January 2018] 
 
xvii After locating the inserts guide on the S.Files22 blog, it was brought to my attention that the 
letter has been put in the wrong place in my copy of the book. An interesting side note as this proves 
the unique reading experience this book offers and so I have left this analysis as is. 
 
xviii The discussion of the EOTVOS wheel code is explored in extreme depth on many forums. I found 
this to be the most helpful and focused discussion: http://sfiles22.blogspot.co.uk/2013/11/eotvos-
wheel-code.html. [Accessed 12th January 2018] 
 
xix In light of the previous discussion, Covarrubias could be a covert reference to Poe. 
 
xx Not only is the monkey a key symbol within ‘Ship of Theseus’ but can also be found pictured on 
some of the inserts, on the seal of the book and is also referred to in relation to an incident in which 
Straka was alleged to have sent a monkey in lieu of himself to collect a literary award. Whilst it is 
not clear which of these Jen and Eric refer to here, the interpretation remains equally valid. It is the 
symbolic value, not the literal instance of the monkey’s appearance that is at stake within my 
reading. 
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Chapter Four 
 
xxi Lacan recognised problems with binary oppositions such as inside and outside and sought to 
theorise their integral connection through the image of the Möbius strip. ‘It is only because the two 
sides are continuous that it is possible to cross over from inside to outside. […] it is impossible to say 
at which precise point one has crossed over.’ (p116) 
Evans, D. (1996) An Introductory Dictionary of Lacanian Psychoanalysis. London: Routledge. 
 
xxii During my own reading of this moment in the text and especially after I explored the possible 
meanings embedded within the page, I turned to search engines to try and discover the conclusions 
other readers have drawn. Currently, there does not seem to be any sustained discussion regarding 
the enigmas within the novel, but I have endeavoured to begin a discussion by listing my findings on 
the ‘Bats of the Republic’ (2018) page of my own blog to encourage a collective knowledge 
exchange for future consideration. 
 
xxiii There is a huge range of news and media coverage concerning the iCloud attack in 2014. I 
consulted - Bradshaw, T. Kuchler, H. Davies, S. (2014) ‘Apple Admits Celebrity Accounts Hacked but 
Denies iCloud Data Breach’ Financial Times [online] 2 September. Available at: 
https://www.ft.com/content/916d7d24-327e-11e4-93c6-00144feabdc0 [Accessed 14th October 
2018]. 
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Appendices 
 
Appendix-I – S. (2013) 
 
 
 
TNS Solutions - Available at: www.labalise.FR [Accessed 15th January 2018] 
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Appendix-II – Bats of the Republic (2015) 
 
Transcript of mirrored blurb 
 
In 1843, stubborn, sickly Elswyth Gray’s beloved Mr Thomas disappears from Chicago and 
she is left without a suitor. Instead of courting she must look after her naïve sister and her 
ailing father whose obsession with the esoteric Museum of Flying is driving the family to 
ruin. Her sister’s future is threatened by Mr Buell, a volatile and dangerous interloper and 
Elsywth faces an impossible choice. When her mysterious Aunt Anne reveals a prophecy from 
her long-dead mother, Elsywth discovers that the dark secrets of the Nightway might make 
everything possible.    
 Three hundred years later, the survival of humanity depends on strange new rituals 
of inheritance and marriage. Government archivist Eliza Gray is an orphan but has paired 
with Zeke Thomas who holds the esteemed position of ‘Khrysalis,’ and will soon be a 
senator. When Zeke is caught hiding an old, sealed letter, she becomes paranoid that his 
erratic behaviour will land them in jail and threaten their future. At the Vault of Records 
she uncovers transcripts that point to a series of shadowy murders. Afraid, Eliza seeks out 
a forgotten order of Auspices to find the truth about her father, save her relationship and 
rescue the entire Republic. 
 As an underground war threatens to erupt secrets of the past must be unravelled to 
liberate the future, before civilization collapses into wild chaos. With ‘Back of the 
Nightway,’ Zachary Thomas has designed a looping novel of ancient alchemy and celestial 
science, of unclaimed heritage and initiation, and in the darkness of its depths, heartbreak. 
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Appendix-III – Bats of the Republic (2015) 
 
Filled in references (p191) 
 
p44 – The truth of nothingness that is despair (thought) 
p65 – My uses for meaning have somehow died (written) 
p185 – And I exist, with the world, without care (thought) 
p207 – Those who came before are lost to us now (written) 
p200 – No shadow of thought would be left behind (thought) 
p269 – We lose all we have done and built and how (thought) 
p280 – What is a moment in the face of time? (Appears in the description next to Zadock’s 
drawing of a scorpion). 
p298 – Fight or flight or dream: How can I be free? (written) 
p386 – Hope diminishes in proportion to choice (written) 
p397 – Once I was as still as I was meant to be (written) 
p404 – Safe, holding hands. Heard, inside a voice. (thought) 
p434 – Fate is time’s meaning, measured by the mind (written) 
Letter – What has always been is hardest to find (thought) 
N.B. When laid out as above there is a clear rhyme scheme and the individual lines become 
a poem. 
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Appendix-IV – Bats of the Republic (2015) 
Images of Zed Blackfoot (top left), Zachary Thomas (top right and bottom left) and Zachary 
Thomas Dodson (bottom right). 
 
